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The study of historical art may appear to be unpractical, or, at 
least, of very limited use, in a country where, relatively, few remains 
of the older European art are preserved, and where the interests of 
the nation are attached to the future rather than the past. Hence 
a few remarks as to the practical uses and bearings of this study 
are in place here. 

The training of the taste is not purely a matter of ornamental 
education ; nor does it imply, even indirectly, an affectation of 
luxurj', or of the expenditure of wealth. In most branches of 
trade, and in many branches of manufacture, an artistic taste is a 
matter of practical importance in the gaining of one's livelihood. 
There are few kinds of handiwork in which the element of design 
does not enter, and wherever the arts of design are in question, taste 
has to be exercised. The general tendency to introduce the practice 
of drawing into elementary school instruction, results from a public 
recognition of these practical uses of art instruction. 

If, on the other hand, we ttike the stand-point of the consumer, 
the question of "household art" is one of comprehensive impor- 
tance, and the education of taste with regard to it has great value, 
even as a matter of economy. The tendency to rate things by their 
expenae, or money value, is a very common and very mistaken one. 
The first condition of good taste is to know how much may be done 
with little money, and to understand that the manifestation of 
utility in forms is an elementary principle of art. Moreover, the 
most practical and hard-working lives ought not to be deprived of 
mental and spiritual stimulus ; and this is to be found in colors 
and in forms, no less than in music and in books. If we consider 
the training of taste in art from the stand-point of polite education, 
there can be no question that, in this sense, it is becoming an 
undisputed essential 
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If it be admitted that the direction and instruction of artistic 
taste are matters of practical and economical importance, as well as 
of polite education, the study of the history of art needs no further 
apology. Although the most widely spread and most necessary 
exercise of taste relates to ornamental design and to objects of 
"household art" rather than to architecture, sculpture, and paint- 
ing, the training of taste must be largely attained through these 
latter arts. Modem ornamental art depends on that which went 
before it, and has been even too dependent on the past The use 
of historic ornamental forms, both in good and bad directions, is 
so absolutely universal that the history of ornament is unavoid- 
ably essential to the comprehension of our own. This history is 
■ again connected with the great periods of architecture, sculpture, 
and painting, in such a way that neither the phraseology nor the 
facts of the subject can be understood without reference to these 
other arts. 

The study of historic art is also made advisable by the con- 
sideration that contact with the best examples is the one important 
thing in the training of the taste. The greatness of the past in 
all departments of art is as generally admitted as our own pre- 
eminence in purely mechanical and material civilization. The study 
of art history is simply, then, the study of good examples of art, 
considered in their most natural arrangement and sequence — ^that 
of time. Finally, however much our own immediate interest may 
turn to the present and to its own art productions, we must re- 
member that even in the strength of our sympathy as modems for 
modern things lies an important reason for seeking standards and 
principles of taste in other works. In literary training, for instance, 
it is generally admitted that modem authors, however excellent, are 
not the best standards of instruction. General principles of taste 
in literature are best founded on works which have been tested by 
time and the criticisms of more than one generation. Personal 
tastes, one's own chance acquaintances and surroimdinga, or the 
fashion of the hour, are apt to be disturbing elements when we 
use modern work as the standard of appeal for educational purposes. 
In dealing with the past, we stand on firmer ground. The weight 
of authoritative criticism is such, and its verdicts ai'e so well known, 
that the individual instructor becomes the exponent of these, and 
must be judged by his own rendering and appreciation of them. 
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The learner then stands in face, not of an individual teacher, but 
of the criticism of art as determined by its standard authorities. 
To develop and form an original and independent taste is the object 
of the learner. To offer a firm basis for this development by the 
suppression of individual views and by attention to the most general 
principles must be the object of the teacher. On the whole, the 
matter of fact is the main thing. The eye can be trained only 
through the objects which it sees, not through theories or intel- 
lectual process. To present the most important works of art in the 
most natural arrangement and let them work their own results, is 
the purpose of art history. To this end there is only one thing more 
important than abundant illustration in the hand-book itself, viz., 
faithful study of all the originals, casts, photographs, and copies 
which can be made accessible outside of it 

The specific aim of the present book has been to present such an 
amount and choice of illustration as have never been previously 
attempted in similar works, and as a class-book to present the sub- 
ject in such a way that the use of still further illustration for the 
combined class will be easy and desirable. The Soule Photograph 
Company of Boston have made it their mission to supply, at very 
cheap cost, complete sets of photographic illustrations in all depart- 
ments of art history, and a choice from their catalogue, su^ested 
by the unillustrated notices of this book, will greatly add to its 
usefulness. 

For the definitions of technical terms and for the pronunciation 
of foreign words, attention is called to the Index. Pronunciation 
and definition have generally been entered in the text once, but 
without subsequent repetition. The Index gives the page on which 
the pronunciation or definition may be found, as well as the usual 
matter for reference. 
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ARCHITECTURE. 



SELATI0H8 OF ASCHZTECTVBE, SCmPTimB, AKD PAINTISG IH 
mSTOKIC STUDIES OF ABT. 

IT has just been noted that a systematic knowledge of ornamental 
art is dependent on a knowledge of the history of art as s 
whole — of its epochs, and styles, and of the terms which are used to 
explain and designate them. It is the aim of this work to present 
such a sketch of the history of art as a whole. In the matter of 
ornamental design considered as a specialty {as distinct from that 
general education of taste which is necessary to good perceptions 
about it), special works of illustration devoted to it must be con- 
siilted;* but these can only be used to advantage by possessing the 
preliminary knowledge here in question. 

With regard to the history of art (conceived in the sense of 
design, as distinct from music, poetry, etc.), the three subjects of 
Architecture, Sculpture, and Pointing are those to be first considered, 
but whether together or separately is a matter to be determined 
by circumstances. In the study of historic art, the facta and con- 
nections of history itself are of supreme importance. There is 
indeed no more agreeable and instructive approach to history than 
that offered by its actual relics and monuments. From the historic 
point of view, the method which considers all the arts in question 
in combination, and which unites the description of all for each 
epoch, is the most natural and satisfactor>'. The treatment of these 
topics has, however, been separated iti the present book on account 
of its necessary brevity, and because that kind of knowledge which 
is most directly applicable to modem art. can be most directly pre- 
sented in this way. 

• Owen JoneB, "Qrammar at Ornament"; Radnet, " Polychromatio Ornament," etc Thes* 
and similar worlcs are too large and expensive for private ownenhlp In senerat. but maf be fonnd 
In moot imbljc libraries. 
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"2 HISTORIC STUDIES OP ART. 

If the subjecte of Architecture, Sculpture, and Fainting are to bo 
separately treated in the historical sketch proposed, the question 
rises which shall be treated first. The following reasons for giving 
the first attention to architecture are important. 

It is the subject through which all the epochs of art history^ 
taken aa a -whole, may be most readily specified and distinguished 
and treated in their proper sequence. As far as the history of 
painting is concerned, attention must be given especially to the 
Italians, and to certain particular centuries of their history, especially 
the 14th, IBth, 16th, and 17th centuries. As far as the history of 
sculpture is concerned, preponderant attention must be paid to the 
ancient Greeks. But in the history of architecture, all the great his- 
toric nations have been, in their individual ways, almost equally great. 
Every epoch claims a nearly equal amount of interest and attention. 
Thus the sequence, distinction, and designations of the epochs of art 
history in general are most easily and clearly studied in architecture. 

Architecture is the art in connection with which sculpture and 
painting took their rise, and with which they have always been, 
in the greatest times, very closely related. The most famous works 
of sculpture in existence are the Elgin Marbles in the British Mu- 
seum in London, which were the architectural decorations of a 
Greek temple. The most famous pictures in existence are the wall 
paintings by Michael Angelo and by Raphael in Rome— the archi- 
tectural decorations of the Sistine Chapel and of the Palace of the 
Vatican, The most famous sculptures of Greek antiquity were the 
colossal gold and ivory statues, to hold which the ancient templea 
were erected. The most important ancient paintings now in exist- 
ence are the wall paintings of the houses in Pompeii, It is evident, 
then, that architecture should, if studied separately, be studied first 

Architecture ia the most practical and necessary of the three 
arts, and the one which may be most readily studied by examples, 
since these surround us on all sides. Some slight knowledge as to 
the so-called "styles" of modern buildings is, moreover, a matter of 
almost necessary education. 

Finally, since historical forms have had an overwhelming influence 
on the " styles " of modem buildings, the necessity for a historical 
treatment of the subject of art in general ia here the most obviously 
apparent; and the general history of art may be most easily ap- 
proached in this way. 
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BUTTRESSED GOTHIC STYLE. 5 

\ HI8T0BIC "STYLES" IH HODERH ARCHITECTURE. 

It is a very general presumption, or at least a prejudice constantly 
apparent, that our modern buildings, if pretentious of artistic char- 
aotor, must exhibit or belong to some "style." The prejudice is a 
manifest mistake to every artistically educated person, and is only 
a result of the fact that, for several centuries, imitations of historic 
bttildings have been the rage. As a matter of fact, many or most of 
the best modern buildings do not belong to any "style" at all, unless 
it be one of which we, as moderns, are unconscious, hut which may 
be seen, at some future time, to represent the peculiar needs and 
conditions of the century, by general resemblances which are not 
now apparent 

To devote attention first to the modern buildings which are imi- 
tations of historic styles, is not to imply that such imitations are 
especially to be commended. It is, however, a matter of general 
knowledge, essential to the comprehension of the latest tendencies 
of modern art, to understand what these modern historic styles have 
been, and especially because these latest tendencies are more or less 
antagonistic to them. 

Three of these "styles" are especially pronounced in character, 
and have been especially affected — each to an extent that in some 
cities, fifteen or twenty yeai-s ago, scarcely a building could be 
found which did not show the influence of some one of them. 
These three styles may be designated as the Greek, the Henais- 
sance, and the buttressed Gothic. There are many instances where- 
a spectator, standing in one place, may point to examples of all 
three. 

The Buttressed Gothic Style.*— The Catholic Cathedral of New 
Tork and the famous Votive Church in Vienna have been chosen 
as examples of the modern buttressed Gothic (Hlxistrations 1 and 2). 
The traits of the style, as found in the exterior appearance, are the 
pointed arch (frequently surmounted by an acutely angled gable 
ornament) ; the tracery of masonry divisions in the windows in 
manifold geometrical patterns ; the use of similar tracery (originally 
imitated from that of the windows) on the masonry surface; the 
use of omamenUil carvings based on forms of natural foliage, and 
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•8 GREEK AND RENAISSANCE STYLES. 

the use of the buttress — i. e., a perpendicular masonry abutment 
placed at the comers of the towers, and at equidistant intervals 
along the walls — in the latter case frequently surmounted by a pin- 
nacle with its top decoration or "flnial." 

The Greek and Renaissance Styles may be, for the moment, 
considered together as regards their characteristic forms. In both 
styles the so-called "classical orders of architecture" are used.* We 
may notice what the elements of the classical orders are, by com- 
paring the view of Girard College in Philadelphia with the Church 
of the Madeleine in Paris (Illustrations S and 4). In these buildings, 



11, tl>^ f i, eapUal ; S, areiUraee ; 1.,/rlsf; E.mrnln. TTit miirt part about tHe eapUai ii lAe ailalilaltirt, M 
lIuMOm ^Ou ehaft U Ihe baie.) 

a portico or colonnade may be obsen,'ed, which has become sn familiar 
in modem architecture that its frequent appearance seems a matter 
of course. The columns belong to one of three classes, " Doric," 
"Ionic," or "Corinthian" (see text-cut), which are most easily dis- 
tinguished by their capitals, i. e., by the upper terminal ornament 
of the column. Two lines of beams with certain typical and un- 
varying decorations (see the ornaments on the Doric "architrave" 
and the horizontal lines on the Ionic and Corinthian "frieze") are 

• The word "Order" Is applied in Clamical nnd Renaissance architecture either to a Bingls 
coluran and Immediate superatructupe, to a Beries of columns and immediate Buperetruclure, or to 
the general decorative eyBtem therewith connected. 
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surmounted by a "cornice."* At the ends of the buildings the lines 
of the roof form a gable, or "pediment." The traits of the classic 
orders need not be more closely described at present, because they 
will be considered under the chapter for the Greek Temple Archi- 
tecture, but they will be immediately recognized as familiar appear- 
ances in modern buildings from the diagrams and illustrations. 

Distinction between the Greek and the Renaissance Styles. — This 
lies in the use made of the forms and "orders" in question. If the 
forms and "orders" are portions of the necessary construction of 
the building, the style is Greek. For instance, in the Girard College, 
and the Madeleine (3 and ■!), the gable results from the construc- 
tion of the roof; but in the Boston City Hall (5) the same form is 
an ornament above the upper central window, which could be 
removed without destroying the essential parts of the building. In 
the Renaissance style there are also modifications, or rather varia- 
tions, of the gable ornament, which may be observed in many 
examples in every city, as well as in many pieces of furniture. The 
triangular gable is frequently broken at the center. Its lines rise 
toward the upper angle, but do not meet it. This variation would 
be impossible or very unnatural in the gables of 3 and 4, because 
the angle is there formed, as in other similar roofs, by beams which 
lean against and support one another; whereaa in the smaller and 
purely ornamental ^lse of the same form, this construction is only 
imitative, and the modification of the original form is not physically 
difficult. The same remarks apply to two other modifications of the 
gable ornament which are equally familiar, in which the arc of a 
circle is used ; sometimes broken at the center and sometimes un- 
broken. The unbroken arc appears in the Paris Opera House (6). 
Once more it may be observed that such a curved line would not 
naturally appear at the ends of a building as the result of the con- 
struction of its roof; and that it is a piirel}- ornamental modifica- 
tion of the original constructive triangular shape. It sometimes 
happens, however, that buildings have the ornamental variations 
noticed, built on to their own roof construction, rising above it or 
covering it up. Such buildings are also Renaissance in style; but 

• A comloe Is the horliontBl moldina or oerieBot moldlngB crowning the top of a bulldlnff or 
of the walla of &room. The words "architrave "and " [rioza " ars technically applied to dUCIniril>)i 
the lower and upper beam uf the classic orders, but the word "architrave" may also meiui tmy 
line of beams, and the word "bieze" also meanB a horizontal band of sculptured ornament In 
any use or position. ■ 
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10 G KEEK AND KENAISSANCE STYLE 8. 

these are instances where the ornamental style has reacted on the 
construction and disguised it. 

We will now apply the distinction between Greek style and Re- 
naissance, as to use of the similar forms in each, to the cornice 
and double line of beams. In 3, 4, and similar examples, the comic© 
is seen to be the decorated projecting line or edge of the roof 
(which continues also in a straight line under the gable angle). 
The lines of beams are portions of the portico and essential parts of 
it. If they were removed, a part of the building would fall down. 
On the other hand, compare the double line of beams with con- 
nected cornice as they appear in 5 and 6, and on other examples of 
the Renaissance, as found in all modem cities. Here they are seen 
to be decorative imitations, connected with the columns or pilasters, 
which are also imitative. Such columns attached to a wall surface 
for a decorative purpose, without constructive necessity, are some- 
times called "engaged" columns. In Example 5 of Renaissance 
herewith, the jutting back and forth of the beam lines is seen to be 
the result of the fact that the columns or pilasters are not em- 
ployed for uses of support, in which latter case the beams, running 
above them, would be necessarily straight. Thus the jutting or 
"breaking" back and forth of such lines is also a trait of Renais- 
sance style, as distinguished from the Greek. (The term pilaster 
generally applies to the projected imitation of a square pillar, but 
is also sometimes used of "engaged" rounded columns. Both forms 
are seen in 5.) 

Order in which the Historic Styles were Revived. — Although the 
three architectural styles just specified are found at present in con- 
temporaneous examples, they did not all come into use at the same 
time. For several centuries the Renaissance was used exclusively. 
This was the first of the modem styles. It first appeared in archi- 
tectural examples about and soon after the middle of the loth cen1> 
ury in Italy. It spread thence quite rapidly to all countries of 
Northern Europe, about the beginning of the 16th century, and 
soon after the beginning of the 16th century was universally and 
exclusively employed in all European countries. This universal and 
'exclusive tiae continued till about the middle of the 18th century; 
after which the first examples of the Greek Temple style began to 
appear. This largely supplanted, although it by no means entirely 
replaced, the Renaissance style, during the last quarter of the 18th 
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century and the first quarter of the 19th centui-y. In its turn the- 
Greek Temple style was then largely supplanted, especially in 
churches, by the buttressed Gtothic, which (with some extremely 
rare and local exceptions) had not been pi-eviously used since the 
close of the Middle Ages. 

This succession of stjles corresponds to certain phases of modem literary and 
historic study, and vfes occasioned by it. As far as the Renaissance stylo is con- 
cerned, i^ appearance is also related to the broadest and most general aspects- 
of modem history — those which relate to its Italian origin and first develop- 
ment. At the close of the Middle Ages a. civilization had developed in Italy 
which, spreading thence, replaced the medieval and became the modern. The 
word "Renaissance," in its broadest sense, applies to this movement of history 
and civilization, and is used with the meaning that it was connected with a 
re-birth or revival of the ancient Greek and Roman culture. In matters of litera- 
ture and art, especially, the Italians of the p>eriod in question were profoundly 
sensible of their debt to the ancients and copieil them in every possible way. 
The word "Renaissance" is thus, in the next narrower sense, applied to the- 
revival of letters, which at this time was distinctly dependent on the studies of 
the ancient authors. The word is, then, also applied to the general art oC the 
period— which was that of Raphael, Michael Angelo, and contemporaries, and the 
other great Italian artists who preceded and followed them. Finally it is applie<l 
to the architectural style of the period. This plainly reflects the general char- 
acter of the movement in letters and civilization — being a copy of the orna- 
mental details of the Roman ruins. Hence the use of the Greek forms in the 
Beoaissance already illustrated. These had been adopted by the Romans from 
the Greeks with the modifications pointed out, and were copied from them. The 
Renaissance style is simply a revival of the Roman ornamental style, and the 
distinctions made between Renaissance and Greek style are also the distinctions 
between Greek and Roman. The Renaissance style is thus of peculiar historical 
interest by its relations to the origins and beginnings of modern history and 
modern civilization in general. 

The Italians of the 15th and 16th centuries were more enthusiastic than 
critical in their historical and literary studies, and were not themselves at all 
attentive to the existence of Greek elements and influences in the Roman art and 
literature. They took these last as they found them, without inquiring into their 
derivation. National patriotism led them to exalt their own country &s having 
been the center and motive power of the Roman Empire. The derivation of their 
own language from the Ijatin made its study especially easy and natural for them. 

The Roman Imperial period was the latest period of antiquity, and the earlier 
Greek culture had been so absorbed and assimilated by it as to have lost the 
apparent evidences of its own independent and earlier character. At the time of 
the Renaissance the Turks were in possession of the Greek territories. Travel in 
them was rarely undertaken, and never for purposes of historical study. Many 
learned Italians were acquainted with the Greek langu^e, but still the relations. 
of Greek and Roman civilization were not critically studied. 

All these points serve to explain why the copies of the Greek Temple style 
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which began to be made ia the last half of the 18th century had not been nuade 
before. It; v/bb not until this time that the prejudice in favor of the study ot 
Latin in preference to the study of Greek was overthrown, and tiiat the disposi- 
tion to regard all relics of antiquity found on Italian soil as relics of Roman 
civilization was abandoned. Meantime, from the beginning of the 10th century 
to the middle of the 18th century, all Europe had been controlled by the Italian 
taate and fashions, and by the prejudices and peculiar historical misconception just 
explained. 

The beginning of the Greek movement, as distinguished from the Renaissance, 
dates from the Prussian John Winckelmann and his studies, made at Rome after 
1756, in ancient sculpture. The statues, then so abundant in Rome, were first 
proven by him to be in general copies of Greek originals. But this discovery 
reacted at once on questions of literature and history. If the Roman sculpture 
had been Greek in its influences and subjects, it was apparent that the Roman 
literature must have the same dependence. So far, literary taste in Europe had 
been unanimous (at least in the 17th and 18th centuries) in pronouncing the Latin 
authors superior to tho Greek.* But the absurdity of considering a copy superior 
to an original was apparent. Hence a revolution in taste, from, which the 19th 
century art and literature took their inspiration. The study of Greek authors, 
Greek art, and Greek history became the fashion, and the first systematic journeys 
for purposes of study were undertaken in the Greek territories. 

Many other manifestations of the Greek movement might be pointed out besides 
that one with which we are immediately concerned, in the copies of Greek Temple 
architecture. The most important was the liberation of Greece from Turkish rule 
in 1820 and the foundation of the modern independent kingdom of Greece. This 
was due to the sympathies and support of European diplomatists under the in- 
fluence of tho favorable sentiments awakened by the studies of Greek antiquity. 
An interesting instance of tho enthusiasm of the time is offered hy the poet Lord 
Byron, who went to Greece to take part in the war against the Turkish rule, but 
died soon after. 

Another important phase of this movement is found in German literature as 
developed by Lessing, Goethe, Schiller, and their contemporaries. This is univer- 
sally known to have had as inspiration the Greek studies inaugurated by Winckel- 

In female dress, the stylo known as that of the Directory or of Martha Wash- 
ington was again an efTort to return to Greek simplicity. In music, the operas 
of Gluck are glorious examples of a revival of the Greek spirit. 

As regards the general relation of the Greek architectural revival to these 
other phases of interest in ancient Greek history and literature, it may be noticed 
that travel in Greek countries for purposes of study was first undertaken as a 
result of this general interest. Until travel for such purposes was thus under- 
taken, no pubhcations had been made as to the Athenian or other Greek ruins, 
and there was no general knowledge about them. An interesting evidence of thla 
ignorance is offered by an incident in the life of Winckelmann. During his 
residence in Home, it was proposed that he should undertake a journey with 
Italian friends around the coasts of Southern Italy to inspect the Greek ruins 
which were supposed to be there. It was not known in Rome in the middle ot 
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the 18th century that no Greek ruins were to be found in Southern Italy, except- 
ing those already known at Paestum. 

If explorations on the site of ancient Greek settlements were thus backward 
even in Italy, it may be argued how little was known then of the ruins in Sicily 
and in Greece. 

Since the "Greek Revival" was especially vigorous in the last quarter of the 
18th century and in the early 19th century, and since this period is the first to 
which early American buildings of importance now standing belong — the Greek 
style is the oldest appai-ent in American public buildings. It is represented by 
numerous examples in cities like Philadelphia, which were of great national im- 
portance in the Revolution nod the period following— and in Washington, where 
the traditions of this period have continued to iofluence the later building-s. The 
Greek revival was, in fact, very closely connected with the movement which 
caused the American Revolution and the French Revolution. Both revolutions 
were very largely inspired by i-epublican ideals drawn from the study of ■' Plu- 
tarch's Lives." This work was universally read at the time, under the influence 
of the newly-rising studies of Greek authors. 

It appears from the foregoing matter (hat the revival of Greek Temple archi- 
tecture was the result of a literary impulse, and of historical studies, which 
showed the Greeks to be the real originators of that Roman civilization which had 
so fllled men's minds in the earlier Renaissance or Italian stage of modem history. 
The Italians having set the fashion of copying ancient buildings, the babit con- 
tinueil — Greek ruins, instead of Roman, being taken as models. The study of the 
original Greek monuments of architecture showed that the columns, capitals, and 
other details were of much greater beauty, in general, than the Roman copies 
if the same. The proportions of the original Greek monuments were more refined 
and the eaecution of the details was more vigorous. It was still further observed 
that in Greek architecture each part had a structural meaning and a necessary 
constructive function. The gable was the expression of the roof Lines ; the cornice 
was a similar expression ; the beams were a necessarj- portion of the portico ; the 
colunnns were structural supports ; the capital and ba,se were structural elemonta 
at the points of support and pressure. It was observed that the ornamental 
diversion of these structural forms From their natural meaning and use was a 
departure from the Greek ideal oC relation between form and design, ornament 
and construction. \ 

The Gothic Revival. — Toward the close of the first quarter of the 10th century 
a new reaction, however, set in, which found its expression in the buttressed 
Gothic. The word "Gothic" was first used by the Italians of the Renaissance 
as applied to architecture, and they used the word, as we still do when wo speak 
of the "Goths and Vandals" as barbarian; of "the act of a Vandal," etc. The 
Italians applied the word "Gothic" to all Nori:h European architecture, meaning 
that it was a barbaric style. As the buttressed Gothic was the latest of the 
medieval styles, and moat numerously represented by existing structures, the word 
Gothic became attached to it especially. 

It was the spread of Italian Renaissance civilization over Northern Europe in 
the 16th century which stopped the work on the old medieval cathedrals of which 
so many— for instance, the Cologne cathedral— were left unfinished. The same 
Italian influence, which carried with itself the Renaissance architecture, carried 
with itself the prejudice against the earlier style as being ugly and barbarit 
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Thus, in the diary of the English author Evelyn, who traveled through FraDc€ 
and Italy in the 17th century, we find bim constantly noting of such and such 
a building, that it was " only Gothic." This prejudice continued in the 18th century. 

The copies of medieval buildinga which began in the Iftth century with revivals 
of the buttressed Gothic were like the preceding copies of Greek temples, the 
result and expression of a newly-developed historic study. The standards of taste 
which had been drawn from the Greeks, being those of nature and of natural 
vigor, proved effectual in vindicating the greatness of art and of civilization in the 
Middle Ages. The movement began with the revival of interest in Shakespeare, 
who, though not medieval in point of fact, had been so regarded by the 16th 
century. Contempt for Shakespeare as a barbarian was the almost universal 
verdict of the 18th century— for instance, of the English King George the Third, 
of the Prussian King Frederick the Oreat, etc. The German I«ssing was the first 
in the 18th century to insist on Shakespeara's greatness and to critically demon- 
strate it (H(Mriburgisch& Dramaiurgie), and in this line he was followed and sup- 
ported by the German poet Goethe. "With both these critics, by whom especially, 
next to Winckelmann, the tast« of the earlier 18th century was overthrown, the 
standards of Greek taste had been the inspiration. From the appreciation of 
Shakespeare, attention turned to the still earlier time of the Middle Ages proper. 
In England the medieval movement appears especially in the novels of Sir Walter 
Scott. The popularity of these novels, when published, was due as much to their 
novelty of subject as to their artistic merits. So we find that Goethe's first dramatic 
success, the " Goetz von Beriichingen," owed its fabulous success to its choice of a 
medieval subject. The translation of this drama into English was the first literary 
work of Sir Walter Scott. From the attention which was thus devoted to the 
history, literature, and art of the Middle Ages, which had been so long despised 
under the Renaissance influences, the buttressed Gothic dates its rise as a modem 
architectural style. 

Mixture of Reaaissauce and Greek Temple Styles. — Although it is apparent 
from the foregoing explanations that the Greek Temple style was originally a 
reaction against the Renaissance, it has since its rise been very frequently mixed 
with it. We may always separate the two elements, when found in one building, 
by understanding that the forms are Greek if used structurally in the dimensions 
of the whole of any one part of a building. Thus in tbc White House at Wash- 
ington, tho projecting portico shows the Greek influence, and the sides of the 
building itself arc in Renaissance style. Such cases are every-where to be observed. 

It is true that this mixture was also found in the Roman buildings, and that 
the forms of the Greek Temple construction proper, also continued in use in the 
ancient Roman period. But as far as the ruins in Rome and Italy are concerned, 
there were no remains of this construction which attracted the general attention 
of the Renaissance imitators, and the combination in question, with rare exceptions 
in the old Italian Renaissance, is not found in modern times, until after the time 
of the Greek revival. In the old Italian Renaissance style, structural colonnades 
and porticoes are common, but almost invariably in tho minor dimensions of the 
individual stories of the building, and the columns frequently support arches, 
which they never do in the Greek Temple construction, or in the Roman style, 
where arches are always supported by masses of masonry (piers). 

Examples of Renaissance. — The old Italian RenaiBsancc, of which the 19th century 
Renaissance in America is a continuation, through the later European copies, will 
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be illustrated and explained Id a later historical section. Some examples of the 
19th century Renaissance in America may now be noted. In New York, one of 
the best artistic examples is the old City Hall ; the most pretentious examples 
are the new Postoffice and tlie new City Hall. Most of the " brown-stone fronts," 
and a very largH proportion of the business buildings of Now York, are in this 
style. In Philadelphia, the new "Public Buildings" and the new Post-office are 
pretentious examples of Renaissance ; in Chicago, the new City Hall ; in Boston, 
the City Hall ; in Brooklyn, the City Hall ; in Montreal, the Cathedral, are of the 
same style. A large proportion of the business structures in most American cities 
belong to it. In Europe, the new Cpera Houses of Paris and Vienna are noted 
and conspicuous examples of the 19th century period. 

Critical Notes on the 19th Century Renaissance. — Although the Benalssance has 
outlived the reactions of the Greek and Gothic revivals, as apparent in the recent 
dates of the structures named, it has no hold on the best artistic taste of the day. 
Some critical reasons for this decline in favor will be noted in the later historical 
account of the style, but it may be at once said that the 19th century examples 
(of this style) do not remotely approach the excellence of the older Italian and 
other older Renaissance European buildings. The 19th century examples are 
generally over-omamented, uneasy in effect and mechanical in detail— wanting in 
large proportions and simplicity of composition. The Vanderbilt mansions in New 
York may, however, bo quoted as notable exceptions to this general rule, and there 
are, of course, other exceptions. 

Critical Notes on the Modem Greek Style. — In the early days of the Greek 
Temple copies, the presumption existed that they were to be considered as true 
revivals of Greek art, and that the imitation of Greek art was the true mission of 
the modem. A more dispassionate and later attitude of taste has concluded that 
the best imitation of Greek art is that which strives for a similar fidelity to the 
surrounding conditions of time, place, and civilization — that the only way for the 
modems to rival the Greeks is to bo equally true to themselves. In other words, 
the Greek art is now studied for its own independent beauty and as a means to 
general principles rather than as offering examples for imitative repetition. The 
later modem studies in Greek Temple architecture have also resulted in discoveries 
which show that the modem copies are, and must of necessity be, lacking in 
most important peculiarities of the originals. The examination of these differences 
will be one aim of the historic sketch of the old Greek temples in subsequent 
pages. It can not be denied, on the other hand, that the modem Greek Temple copies 
are interesting and effective buildings ; i. e., those of the late 18th and early 19tb 
century. Their simplicity of taste is not affected. It really existed in the time 
which produced them, and the sympathy with Greek art which they represented, 
though less scientific and less well-informed than our own, was in its way, perhaps, 
more thoroughly genuine. With the general diffusion of the studies and discoveries 
of the Greek revival, the impulse which had produced the temple copies died away 
— especially as the style of the Greek temples was by no means adapted to the 
general uses and necessities of the modem buildings which took on their guise. 
They were also thrown into the background by the later fashions of the Gothic 
revival. 

Examples of the Greek Temple Style.— The Hush Library, in PAiJodeipAto, is a 
rare Instance of a fine recent construction in this style. Aside from the common- 
place porticoes of Renaissance public buildings, constructions of the Greek Temple 
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style will generally date earlier than 1850 or 1840, Among the examples in Naw 
York, are the^ustom-house, Sub-treasury, the old St. Paul's, the tat^die of the old 
Columbia Law School in ljafayett« Place, and a number of old churches. Among 
the examples in Philadelphia are the Rush Library, the old Post-offlce, t i hn ' Min t, 
and Girard College. In. Washington, the Capitol, White House, and other public 
buildings are examples with more or less BenaissaDce mixture. In Bosl/tn, thn 
Custom-house is an example; in New Haven, the old State House and many of 
the older private dwellings. In Europe, the British Museum, Bank of England, 
and Church of St. Pancras, London — the Church of the Madeleine, Paris; the 
Museum, Berlin; and the Bank of Ireland, Dublin — may be mentioned as among 
important examples. Other fine examples in Munich. 

Critical Notes on the Modem Buttressed Gothic. — As a revolt against the ab- 
surdity of making Christian churches in the likeness of pagan Greek temples, the 
Gothic revival did good work, and its influence has been much more wide-apread 
in ecclesiastical than in secular architecture. In this last field, the buttress con- 
struction is rarely convenient. As compared with the old cathedrals, whose style 
1b imitated, there are many inferiorities in the modern copies. These are all a 
result of the one fact that the most independent art is the best, and that attention 
to the style of an old building is apt to withdraw attention from the conditions 
and necessities of a modern construction. In the opening of the Gothic revival, 
the same slavish subservience to the theorj- that modem buildings must of neces- 
sity exhibit a "style," which had so long been prevalent, was apparent. 

The historic study of the old Gothic buildings is especially valuable by reason 
of the light thrown on their methods as being those of common sense and con- 
structive necessity in their own time. Thus, for instance, these studies have 
shown that the buttress construction was originally designed to withstand the 
thrust of a stone or brick vaulting (an arched interior roofing), and that the 
"flying" buttress especially had this use and necessity. As in our own time, so 
in the Middle Ages, but less frequently than now, the buttress was subsequently 
used to strengthen a wall which had not this upper pressure of a vaultit^ t:, 
resist. Although there is no objection to a buttress construction for the pirpose 
of strengthening a wall, the modem copies frequently imitate that use which 
was intended for vaulted buildings, and which ia otherwise unnecessary. 

The criticism of the modem buttressed Gothic depends on the special example, 
and the best standard of criticism is found in the study of the old examples — the 
modem building being judged, not by the faithfulness of imitation, but by similar 
adherence to constructive necessities. The changed conditions and arrangements 
of modem churches will naturally involve important departures from the older 
style. The freedom and independence with which this style is employed, rather 
than literal exactness of imitation, are the test of excellence. 

Examples of the Modern Buttressed Gothic. — These are so universal in modern 
church architecture that special mention is unnecessary. In Europe, the most 
noted example is the Votive Church at Vienna. Among important secular build- 
ings of the buttressed Gothic style may l>e mentioned the Houses of Parliament 
in London. The Memorial Hall of Harvard University is a fine American example. 
Aa an example of the Gothic without buttresses, the church of the Paulist Fathers 
in iVew York is a fine example, and within the observation and personal tastes of 
the author, this church and Trinity Church, Boston (the latter not Gothic), are the 
finest modem examples of ecclesiastical architecture, especially as regards interiors. 
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The Romanesque. — About 1850, and since the middle of our 
oentury, the influence of the historic styles began to exhibit greater 
freedom. Certain new styles were affected which were themselves 
more directly available for modem construction, and these styles 
have been used with modifications, and in combinations, of distinctly 
modern character. One of these was the Romanesque. 

It was natural, when attention had been first turned to the 
medieval buildings, that the great Gothic cathedrals should have 
attracted attention first, and that earlier and consequently less 
numerous constructions should only have been taken as models 
subsequently. But this natural movement of the copying habit hap- 
pened to coincide with the tendency to greater freedom in modern 
constructions, for reasons to be presently noted. 

Ornamental Traits of the Modern Romanesque. — The old Roman- 
esque period, preceding the Gothic, wiU be explained as to name 
and character in the proper historical section. Its modem copies, as 
indicated by Illustrations 7 and 8, the Masonic Temple in Philadel- 
phia, and All Souls' Church in New York, show certain ornamental 
traits, which are thoroughly available for modern constructions — ■ 
plain masonry pilasters, a cornice ornament of small round ai'ches, 
and galleries or arcades of columns and round arches.* 

The Italian Gothic, introduced after the same date, falls in the 
same category with the Romanesque as to modern availability. The 
old Italian Gothic, also to he treated and explained in its proper 
historical place, had very little about it of a really Gothic character, 
and is especially distinguished by absence (generally) of the buttress 
construction. Its modem ornamental traits are, the use of pointed 
arches in doors and windows, frequently in masonry of alternating 
white and black, or other colors, the use of horizontal masonry 
courses of various colors, and the occasional imitation of the old 
Italian Gothic portals. The Boston Museum of Fine Arts (9), and 
the New York Academy of Design (10) have been chosen as illus- 
trations. Their general appearance will suggest many other ex- 
amples ; for instance, the building of the Y. M. C. A., Academy of 
Fine Arts, and Penn. R. R Station in Philadelphia. 

• Medieval Komanesqae columna and their modem ImitationB are eaeilr diHtlDguished fponj 
the classic, when a little attectioa has been paid U) the old buildings. They are generally ahart 
and ol thiclceet proportion, and olnoys without the fluted surface. In the old Italian and Pisan 
Somaueeque, where the coltunnB were largely taken from ancient buildings, distinctions are not 
fio clear, but ma; always be found in the capitals. 
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Criticism of the Modern Romanesque and Italian Gothic. — The Iroits cf these 
styles are combined, variously omiLteti, or developed in such modern and original 
ways that they offer in this respect a peculiar contrast to the three styles first con- 
sidered. Another distinction from the three styles first considered lies in the ex- 
amples which grade over toward buildinRS which show little or no influence of 
historic style. These last are as praJseworthy as any, frequently the best. Tlie great 
value of a critical education in such matters, is to free the judgment front the 
BUpposition that the building is to be judged by conformity to an old m-jiJel, The 
exact contrarj' is .the case. 

Criticism of Architecture Distinct from the Question of "Style."— The tine crit- 
ical stand-point in modem building will become apparent, when we remember that 
the essential feature of a building is the use of its interior apartments. The build- 
ing is the shell or envelope of an interior. Study of the old styles will show that 
they are all exhibitions of worlr in which this shell or envelope was the expression 
and result of the interior construction, or intimately related to it. We may as well 
esteem a person for the ornaments or for the clothing worn, as judge a building 
solely by the exterior ornament, and this is all there is of "style" in modem 
Bomanesque and modern Italian Gothic. Thus the modem Romanesque and Italian 
Gothic buildings are to be critically considered, according to the feeling apparent 
in their construction for the construction itself. The introduction of these styles 
marks an advance in taste, simply because the ornament used is at least susceptible 
of this constructional relation. As in dress, so in buildings, the best taste is often 
apparent in the quietest and simplest appearance. Buildings may have the greatest 
artistic value, in which only plain brick or rough stone surface is employed. The 
Italian Gothic and the Romanesque exhibit a return to plain surface {as regards 
projections), in opposition to the expensive and decoratively overloaded buildings 
of the modem Renaissance. Thus, it is rather for their want of "style," as com- 
pared with the three styles first mentioned, than for any thing else that the modem 
Romanesque and modem Italian Gothic deserve praise. 

"Queen Anne." — The modem prejudice in favor of historic styles 
has frequently led decorators and artists to employ names or desig- 
nations, to which they themselves are really indifferent or superior, 
and the influence of fashiorj has often created or spread a designer 
tion, and attached it to many objects to which it really does not 
belong at all. This has been the case with the so-called style of 
"Queen Anne." The early 18th century {the time of Queen Anne) 
is, in the architecture and decoration,, both of England and the 
Continent of Europe, part of the Renaissance period ; but very many 
domestic buildings were made which had little or no Renaissance 
ornament. In many cases where the Renais-sance form appeared, it 
was in the window-gable or roof-gable only, not in the columnar 
ornaments. The old "Queen Anne" buildings in question, «'. e., those 
which gave rise to the modern designation, were of brick or of 
wood, and hence not adapted to the columnar surface ornaments 
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trhich were used in the same period for pretentious stone structures. 
Prom the imitation of these brick or wooden structures, frequently 
without any ornament whatever, and only distinguished hy pictur- 
esque irregularity of construction, has grown the modem style of 
"Queen Anne," and also the modern habit of calling every thing 
" Queen Anne " which is new and picturesque. Hundreds of build- 
ings are termed " Queen Anne " by the public for which the archi- 
tects themselves would refuse to give the name of any'* style as 
designation. The so-called " Queen Anne " is only a further develop- 
ment (but more especially in domestic and country-house architect- 
ure) of the tendencies which Romanesque and Italian Gothic first 
exhibited in public and city buildings — of the tendency toward 
modern freedom and modem independence. Illustrations 11 and 12 
may serve to indicate the class of buildings in question. 

Criticism of the "Queen Anne" Style. — Queen Anno buildings are therefore to 
b© judged not by resemblance to any set type, but by the common sense and good 
taste shown in the exhibition of the construction, and by the correspondence of the 
building in outer forms to its interior arrangements. The influence of fashion has 
led many builders to adopt the "Queen Anne" style from the outside, so to speak, 
and to force the interior arrangement to correspond to preconceived and manufact- 
ured picturesque effects of the outside. Tliis is an exact contradiction of the true 
spitit of the Queen Anne movement. Irregular arrangements, giving a picturesque 
effect, are always artistic when they spring from necessities of construction, or from 
lat«r additions to an earlier plan. If the irregular arrangements are manufactured 
purposely, they are almost certain to do violence to convenience, and to betray a 
want of structural feeling in the design. » 

Summary of the Matter Relating to Historic Styles in Modem 
Architecture. — It appears from the foregoing brief sketch, that some 
acquaintance with the old historic buildings is essential to a knowl- 
edge of the merits and demerits of the modern copies; that many 
modern buildings maybe supposed to derive their value from imita- 
tion of an old model, when their merit really lies in independence 
of it — that the latest and best tendency of modem taste is toward 
complete modern independence ; but that this tendency is often dis- 
guised under names like "Queen Anne," "Italian Gothic," etc. 

What has been said of the constructional stand-point in criticism, 
implies that a person, passing an opinion on the artistic merits of a 
building, should have some knowledge of its uses and purpose, and 
some perception as to the necessary interior arrangements connected 
therewith. This knowledge or perception must be largely confined 
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to persons ot mature years. But this does not invalidate the posi- 
tion that art education in such matters is desirable for young people. 
They are not expected to exercise an independent taste at the 
beginning of their studies, but to learn such matter of fact about the 
history of styles as will guard them from a mistaken stand-point 
when they reach years of discretion. 

Principles or Stand-points of Criticism in Architecture,— These are entirely ind&- 
pendent of the question whether fidelity to a historic style haa been observed, and 
in each particular case the use aod nature o( the building must be considered. 
It is not, therefore, easy or desirable to define abstract principles apart from good 
examples, which are abundantly found, both in modem and in old historic struct- 
ures. Some hints as to criticism may, however, be indicated. For instance, in 
applying the stand-point of interior constriiction to the exterior ornament and 
appearance, it is not necessary to confine one's self to the physical facts, but these 
may be ideally indicated also. In a stone building the lines of the divisions of the 
stories do not appear on the outside, bub these may bs indicated be a " string- 
course"" of another color or by a projected molding, and this would still be & 
case of constructional decoration — an ideal indication of the construction. Tn take 
another example from old palaces in Florence ; for instance, the Riccardi, Pitti 
{front view), and Strozzi palaces — these do not derive any greater security of con- 
struction from the fact that the blocks of stone are laj^cst and roughest in the 
lower story. But (he appearance of strength thus given is an ideal expression of 
the actual facts ; viz., tiiat the lowest story carries the greatest weight, and must 
be of corresponding strength. (A similar grading and distinction may be observed 
in comparing the second story with the third in the palaces named.) In other 
cases, the actual construction may give of itself an ornamental aspect ; for instance, 
in brick buildings where a wooden frame-work is used, this frame-work may be 
made apparent. So in wooden buildings the frame-work of the beams may be a 
decorative element. 

Much artistic effect may be obtained from rough or unpolished surfaces — which 
are generally, or verj- often, preferable to smoother ones of the given texture. The 
very general absence of large and undecorated surfaces in modern architecture, has 
tended to make us somewhat unrestful in taste, and to find in buildings which 
eihibit them an appearance of gloom and heaviness. Good taste is, however, nob 
at all averse to large effects of undecorated or rough surface in building. (A iine 
example is the Tiffany mansion in New York.) In the old Roman ruins, and in 
all periods of historic buildings, these effects may be abundantly studied. It does 
not, however, follow that the same taste would not take pleasure in a profusion 
of surface ornament, such as is found in Moresijue decoration. The same lady may 
wear on one occasion a plain tailor-cut dress ; on another, a ball-dress covered 
with lace, and the same taste may find plea.sure in both. As regards plainness of 
construction in modern architecture, it may, however, be noted that good criticism 
ranks among the best productions of modem art, its great engineering construe- 
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tions, railwaj bridges, suspension bridges, and other works, where the simple 
engineering construction is the only element of effect. 

The " Decorative Art " Movement corresponds in time and in its inspiration to 
the rise of the modem Uomanesque, Italian Gotliic, and Queen Anne " styles." 
In the so-called "Eastlake" and "Queen Anne" furniture, there is the same tend- 
ency to emphasize the lines of natural construction and develop the ornament in 
connection with them. But here, as in the architectural "styles" in question, the 
influence of fashion has often led to external imitations which lack the merits and 
idea of the original designs. 

The Modern Moresque Style. — The Arab styles of ornament and building were 
introduced into Spain by the Arab Mohammedan Conquest in the 8th century, a.d. 
The Moors of North Africa had become amalgamated with the Arabs ; had adopted 
their religion and culture at this time, and participated in this invasion. Hence 
the word Moresque is often applied to the Arab style in Spain. 

Of all modem imitations of historic styles, the imitations of the Arab or 
Moresque have been hitherto the least important in number and influence. The 
copies confine themselves to a revival in ornamental use of the horeeshoe arch, 
and of the peculiar columns and capitals of Arab style (especially those used in 
the Alhambra Palace of Granada, in Spain, dating from the 14th century), and to 
imitations of the "Arabesque" surface decoration, of which abundant illustration 
may be found in all works or photographs relating to modem Egypt, a prominent 
seat of Arab civilization from the 7th century on (see especially views from Cairo). 
The climate and civilization in which the Arab style developed render modem 
imitations of Arab construction almost impossible. The modem copies are scarcely 
worthy of serious consideration, if considered as copies. In all cases the modem 
character is predominant, and some slight omamental influence is all that really 
allows the use of the word "Moresque" or "Arab" in relation to them. 

Criticism of the Modern Moresque. — Such buildings are to be judged on inde- 
pendent grounds, and without any reference to fldeUty of imitation. The slender 
proportions in the Arab and Moresque columns make them especially available 
for free reproduction in iron. In modem terraccotta or brick decoration, Arab or 
Moresque motives have been very successfully employed. The "Oaaino," in New 
York, is a fine example of th's use. The interior of the Synagogue in New York 
is an example of modem Moresque especially distinguished by the color effects. 

irOlTElS ON TSS UJiUBTBAl^Oira POB mODTBBXt ABOHITUIOTUBXI.* 
(1-12, iDoltuive.) 

Nob. 1 and 2 are illustrations for the buttressed, or Northern Gothic, style, as 
revived in the Iflth century from buildings of the 12th, 13th, 14th, and 15th 
centuries. Compare 56-63. inclusive. 

Nos. 3 and 4 are illustrations of the revival of the Greek Temple style, whose 
best ancient examples are of the 6th century B.C. Compare 22. The active period 
of modem revival was in the late 18tb and early 19th centuries, and preceded the 
modem Gothic. 

Nos, 5 and 6 are illustrations of the 19th century Benaiasonce. This is the 
continuation of the Italian revival of the decorative style of the Boman ruins 
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which began ui Italy in the 15th century, spread over Northern Europe in the 
16th century, and has since continued there, as well as in all colonies of European 
States since and during the same time. Compare 66-69, inclusive. 

Each of the three styles in question has been illustrated by two buildings, of 
which one is in Europe and one in America, in order to show the correspondence 
between the two continents in matters of architectural style. 

Nos. 7, 8, represent the modem revival of decorative traits borrov/ed from 
Medieval Romanesque. Compare 50-55, inclusive. The buildings of the Medieval 
period belong to the 11th. 12th, and 13th centuries. ITie modem revival succeeded 
that of the buttressed Gothic about and after the middle of the 19th century. 
!No8. 8, 10, represent the modem revival of decorative traits of "Italian Gothic." 
Compare p. 116. Old buildings of the Italian Gothic belong to the 13th, 14th, 
and early 15th centuries. The modem revival is somewhat later than the Eoman- 
esque (and later than the buttressed Gothic), and has been especially active about 
and since 1870. Nos. 11, 13, illustrate the later activity of the so-called "Queen 
Anne." No. 12 represents the present tendencies of countiy-houae archit«cture, 
and a class of buildings to which the term "Queen Anne" is frequently applied 
without ground. In No. 11 the curved and pointed door and window gable orna- 
ments do actually repeat the particular forms common in the Renaissance of the 
early 18th century, time of Queen Anne ; but the significance of the movement in 
taste to which this building belongs is really shown in the extent of plain brick 
surface. 
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Relations to Greek Art. — The matter of foregoing sections will 
sufficiently explain the use, in our own time, of some historical 
knowledge of architecture. Although there are no modern copiea 
of the ancient Oriental buildings (the "Tombs," in New York, and 
the Reservoir, at Forty-second street, in New York, are rare excep- 
tions—both in Egyptian style), these buildings had important influ- 
ence on the Greeks, and hence some knowledge about them is a 
necessary introduction to the subject of Greek architecture. 

Nations in Question.— By the ancient Oriental nations, we mean 
those belonging to ancient history, as generally studied — excluding 
the Chinese and Hindoos. 

The Countries in Question are thoso of the Nile Valley, in 
Africa (Egypt), and of the Tigris-Euphrates Valley, in Western Asia 
(Assyria and Chaldea). 

Temple Ruins of Eg^pt. — ^Among the ancient Oriental nations, 
as in the East at the present day, the exteriors of the private 
dwellings had very little architectural pretension or ornament. 
This same fact holds, also, of the ancient Greeks and Romans. 
Thus the temples, tombs, and public buildings are mainly in ques- 
tion in a brief account of ancient architecture. The ancient private 
dwellings were built about an interior court On the court itself, 
and the apartments opening on it, the luxury and taste were lav- 
ished, but the exterior walls were bare and undecorated, often even 
without windows opening on the street. 

The Most Important Egyptian Temple now standing, as regards 
purposes ot general study, is that of Edfou (Illustration IS). The 
temple of Edfou owes its distinction, not to the fact that it was in 
ancient times larger or more splendid than many others, but to the 
fact that it is now the best preserved, and consequently the one 
through which other ruins may be restored in imagination. 

Temple Arrangement.— The priests of Egypt were exclusive guard- 
ians of its learning, science, and religion. They belonged to an hered- 
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itary caste, forming a species of nobility. Even the despotic kings 
were subject to their laws. Thus the temples may be considered as 
a species of priestly palace, as well as places of worship. They 
wore, moreover, by the wealth which they contained, peculiarly 
exposed to attacks of foreign or domestic foes, and so they also, on 
occasion, were actually used as fortresses. Thus we understand the 
genera] arrangement of the Egyptian temple — an exterior high 
surrounding wall, for purposes of defense ; a gateway (pylon) of 
massive proportions, towering above the courts and corridors, to 
protect the entrance to them ; a series of courts, surrounded by 
porticos, for the comfort and seclusion of the priests, as well as to- 
receive the processions and gatherings of the worshipers ; roofed 
apartments alternating with the courts, variously intended for the 
images of the gods, for the residence or uses of the priests, for the- 
preservation of their treasures and the ofEerings made to them or 
the divinity, etc. 

Since the despotic power of the king, in alliance with the 
priestly caste, was considered essential to the safety and glory of 
the nation, he received divine honors during life, and was deified 
after death. The temples were erected by the kings, and were cov- 
ered with carvings and inscriptions commemorating their glory and 
victories. They may be considered also, therefore, as royal monu- 
ments, significant of the king's devotion to the national religion,, 
and of his deification by it. 

Structural Traits of an Egyptian Temple.*— The Egyptians were 
a nation of pecuHarly conservative tendenciea Solidity and dxira- 
bility were the ideals which all their art indicates and exhibits. The- 
temple apartments were roofed with horizontal blocks of stone (see- 
14, 16, 17, 18), and these were supported by stone beams resting 
on perpendicular stone columns. Where these columns face on a. 
court, there results from this construction a double line of beams 
over the columns (16). The first line of beams supports the ends of 
the roofing blocks, and these ends are fronted and covered up by a 
second line of stone beams. This double line of beams was con- 
tinued in the Greek architecture (see 22 and 24), and so, through 

• Alttaongh the UJuBtratiDnB opposite are taken from two different leniplBa, they are Intended 
to Tspresent the front view, stde Bection, and ground plan of any one Bgyptian temple— with, 
proviso that the courts and apartmenta may be of Indeflnlte number and Mqnence. The gradoal 
dlminatloa In the lieigbt of the apartmenta, from tlie front toirard the rear, was probably Intended- 
to Impieas the anterlng spectator by artlflciol tsaggtiratioa ot thenatui^perBpsoUvsdimlnatlon.. 
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FORMS OF CONSTRUCTIO>f. S8 

the Roman ornamental copies of Greek forms, passed down to the 
Renaissance and to our own modern buildings. (See imitations of the 
double beam line in Illustrations 5 and" 6.) 

The Cornice Construction of the Egyptian ruin (16) just noted 
is, however, peculiar to Egypt, and was not transmitted to the 
Greeks. This cornice, also seen at the summit of the pylons (Edfou 
restoration), has a forward curving profile, below which runs a 
rounded horizontal molding.* This form of the cornice was intended 
to accent the massive heaviness of effect in the building by the 
dark shadow resulting. The molding below accents the shadow by 
a line of light caught on the projection. 

The Colonnade.— In observing the Egyptian columns, we note 
first, that this colonnade architecture, with its upright supports and 
horizontal stone beams, was the prototype of the Greek colonnade 
style ; second, that the elements of base, shaft, capital, and abacus 
(the supporting plate of stone between the capital and the beam), 
which are observable in Greek architecture, are found in the Egyp- 
tian period (14). These various elements are illustrations of the 
principle of uniting ornament with structural use. The base is a 
transition member uniting the shaft with the supporting surface. 
The capital is a transition member uniting the shaft with the sup- 
ported beam. It avoids an abrupt connection of the round support 
with the rectangular abacus plate. 

Various Forms of the Egyptian Column and Capital are seen in 
the illustrations and text-cuts. Of a very ancient period, earlier 
than 2600 B.C., are the columns of the rock-cut tombs at Beni 
Hassan, famous for their resemblauce to the Greek Doric, whose 
earhest standing example is more than fourteen hundred years later. 
Another form of column and capital found at Beni Hassan, and at 
Thebes, of the same early time, imitates a bunch of lotus buds and 
stems, bound together. The form at 1 8 is a later derivative. Forms 
of the capital are noticeable in these ruins, resembling an inverted 
bell and representing an open lotus flower, the closed lotus bud, 
etc., pp. 88-42. 

The Period of the existing Egyptian ruins is generally much 

* A molding is a line o[ projected or recessed masonry cutting— generally, I. a.. In Greek and 
subsequent use, the molding is composed of alternately projected and receaged parts The 
"profile" Is the contour of outline or moldings as they would appear if sawn acrom at right 
angles to their length. 
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later than that of the isolated columns of Beni Hassan jast men- 
tioned. Iletween 1800 b.c. and 1200 b.c., a period of great building 
activity, were erected most of the temples, now in ruins, at Thebes. 
These are variously known, from the sites of modern Arab villages 
erected at various points of the ancient city, as the ruins of Karnak, 
of Luxor, of Medinet Habou, and of Goumeh. 



Important Ruins.— Tho most famous Egyptian temple ruin is the " Great Hall " 
of Kamak, built in the IJth centurj- b.c. by the kings Seti I. and Ramses II. 
(father and son — the mummy of llamses II. has been discovered and unrolled, and 
is in the Museum of Qi^eh near Cairo). 

The temple at Abydus la a construction of Seti I. The "Ramesseum" at 
Thebes (17) dates from Ramses II. There ia a famoua rock-cut temple in Nubia 
at Ipaamboul (80) dating from this laat king. On this upper portion of the Nile, 
above the limita of Egj-pt proper, there are many other Egyptian ruins. 

After the time of the ruin at Medinet Habou, Thebes, about 1270 B.C., many 
centuries passed of which no remains aro now known. The t«mple of Edfou dates 
from the Greek rule over Egypt, b.c. 332-b.c. 30. Of the same time are the tem- 
ple of Deuderah (16) and the temples at Philse. The temples at Esneh and Kora 
Ambos belong to the period of Roman rule. This rule lasted after 30 ac. till 
the Arab conquest in the 7th century a.d. (But pagan temples were not built 
after the triumph of Christianity in the 4th century, a.d.) Capitals with sculpt- 
ured leaf decoration, like those at Philfla (19), indicate the Greek or Roman period. 
The same holds of the capitals with heads of Hathor (Egyptian Venus) (16). 

Returning to the Edfou temple as the general type of all others, it is to be 
observed that the entire wall, roof, beam, and column surface of the temple was 
covered with carved inscriptions and decorative or pictorial designs ; all in brilliant 
color. Stucco of a very durable quality was laid on the stone surface and received 
the coloring. If the pylons now destroyed arc restored in imagination, the ruins, 
16, 17, and 18, may be connected with the typical temple of Edfou for an idea of 
their original general effect. 

The Pyramida. — Of a still older period than any of the temple ruins now stand- 
ing, and not later than 3800 b.c, are tho royal pyramid tombs near Cairo. The 
largest pyramid, that of Shafu (Cheops [keeops] as Grecianized in pronunciation), 
covers nearly thirteen acres of ground, and was once over four hundred and eighty 
feet high. The adjacent pyramid of King Shafra (Chephren) (both are illustrated 
at 20) was four hundred and seventy feet. Beside it is the colossal Sphinx, with 
human head and lion's body, possibly of still more ancient date, now buried to the 
shoulders In sand, sixty-ftve feet high, and one hundred and forty-two feet long. 
Thto Sphinx is an emblem of the Egyptian Divinity Horus, one of the forms of the 
Sun^od. 

The religion of the Egyptians taught or admitted the existence of a Supreme 
Being (disguised under various forms and attributes, and giving rise to a variety of 
subordinate pereonifications. which were also worshiped as correlated divinities). It 
taught the immortality of the soul and a state of rewards and punishments after 
death. The immense size of the royal pyramid tombs was connected with a general 
tu^t of emphasizing the importance of the tomb, which, in the case of the king. 
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CHALDEAN AND ASSYRIAN ARCHITECTURE. 87 

.ound an extraoriJinary development. The Egyptian idea ot the future life con- 
ceived of the continued existence of the soul and of the " vital spark," and also of 
a spectral shadow or essence of the body, maintaining ite guise. This specter, at 
least in the earliest period known, was conceived to depend for its well-being and 
activity, on a corporeal form to which it might attach itself. Hence, one reason 
for the embalmment of the mummy, and in many cases for the placing of statues 
in the tomb to which the spirit might attach itself. Such statues (Nos, 77 and 79) 
are found in many tombs near the pyramids, though not in the pyramids them- 
selves. Great care was taken to avoid the possibility of destruction, and to con- 
ceal them in dtep wells which formed part of the tomb. The galleries leading to 
the tomb chambers, within the pyramids, which contained the stone coffins and 
mummies, were closed at the entrance by immense blocks of stone. V 
*• Chaldean and Assyrian Architecture. — The various ancient Empires of the 
Tigris-Euphrates Valley, Chaldean, Assyrian, Babylonian, and Persian, were suc- 
cessive governmental forms controlling one single civilization, which changed ill 
the course of successive centuries in many ways, but which still retained its unity 
in spit« of the change of rulers implied by the above succession of empires. 

On account of the material used in the Chaldean and Assyrian constructions, 
which was brick, whereas the Egyptians used stone for their most important 
buildings, the ruins are now so shapeless that only ground plans and restorations 
can be used for illustration. The older (Chaldean) period is distinguished by im- 
mense heaps of bricks, which are the ruins of its temples. These were built in 
fashion of high platforms ascended by winding staircases on the outside. At the 
summit was the altar for sacrifice and the space on which the priests made their 
astronomical and astrological observations. Many of the Chaldean ruins dat« 
before 2000 b.c. 

In the later {Assjrian) period, tha ruins of palaces predominate over those ot 
temples. These are also reduced to shapeless heaps and mounds. Laborious 
excavations are required to reproduce the plan and construction of the original 
monuments. 

The Babylonian Empire divided the spoils and territories of the Assyrian state 
with the Medes after 625 B.C. The Persian Empire reunited these territories about 
550 B.C., and added Egypt to them about twenty-five years later. The Persian 
conquests extended to the Indus on the east and to the shores of Asia Minor. 
The great capitals of this state, Persepolis and Parsagadaa, lay east of the Tigris- 
Euphrates Valley, in the province of Persia proper, and here palaces were erected 
by the Persian monarohs, whose ruins show that the Eastern world was already 
beginning to feel the influencR of Greek art. This Greek influence became ascend- 
ant after Alesander the Great's conquest of the Persian Empire, about 330 B.C., 
and continued ascendant over Western Asia till the rise of the Mohammedan Arabs 
in the 7th century a.d. 

Egypt alone maintained her independent art forms in this Greek period after 
Alexander's conquest (which included Egypt). In speaking of the ascendancy of 
Greek civilization as continuing tili the time of the Arab conquests, it is to be 
remembered that the rule of the Roman Empire over the Oriental Mediterranean 
countries, which began shortly before the Christian Era, did not change their 
civilization. The Greek Oriental culture rather became that of the Ro m a ns . 

Thfe Pnctical InBuence of Chaldeftn and Assyrian Architecture on the Greek 
■vas mainly in ornamental forms and designs. The use of the arch was practiced 
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In Chaldea and Assyria. In Eg}'pt. it was also used, though not in temples. 1 ' 
appears very probable that the vaulting (roofing) arch and the dome were also 
employed in the former countries. It has long been known that the arch did not 
originate with the Romans of Italy, who obtained it from the Etruscans. The 
theory which derives the Etruscans of Italy, or a portion of them, from Asia 
Minor, where Assyrian influence was much felt, is held by good authoritica. Or 
the arch may have pa-ssed to Italy by Phcenician transmission, since the PhcEni- 
cians of the Syrian coast were in active intercourse with both Egypt and Assyria. 
Enameled tiles were used in elaborate compositions of beautiful color effects, 
especially for the exteriors oC the buildings. The most remarkable known exam* 
plea of this architectural tile-work (placed in the Louvrs Museum, 1886) are from 
Susa. (Persian period ; life-size procession of the royal guard, known as the " Im- 
mortals," and other subjects.) The tile decoration of the Arabs and Saracens is 
undoubtedly a continuation of this art, and the art of our own enameled tileB 
descends in various channels from the same original source. 
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<1S-31, inaloBive.) 
Nos, 13, 14, and 15 offer in combination typical examples of the front exterior 
view, side section, and ground plan of an Egyptian temple. Different buildings 
vary as to the number of courts and apartments, but correspond us to general 



Temple of Khont, Kirnak. 

plan and arrangement. All the ruins represented at 16, 17, 18, 19, may be ra. 
stored in imagination by the assistance of the first three typical views, and con- 
nected with some portion of the general plan of a temple as there shown. 
Obelisks or statues were frequently placed in pairs flanking the entrances of the 
pylons. 
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CHALDEAN AND ASSYRIAN ARCHITECTURE, 41 

The interior Court of the Temple of KhoDS (text-out, p. 38) should be compared 
with the plan, 15, and section, 14." The 
relation oC the view from Denderah, 16, 
to the original entire building will thus 
also become apparent. It is designed to 
show in larger dimensions the Egyptian 
system of construction as regards the col- 
umn, capital, roofing blocks, lines of beams 
in. exterior view,, and cornice, 

Nos. 17 and 18 will now be understood 
as fragments of constructions similar to 
the text-cut, p. 38, or to Fig. 16, and as 

^ . . ., , . ^ ,. Rock Tomb! of Beni Hunan. 

havmg a similar relation to an entu* 

Mmple as indicated by the typical views 13, 14, 15. Finally, 
Pig. 19 illustrates the general appearance of Egj-ptian ruins in 
their relation to the surrounding landscape. 

No. SO shows part of the " Pj'raraid field" of Gizeh, near 
Cairo, with the two largest pyramids of the IVtb Dynasty, which 
antedate by many centuriea any temple ruins known at present. 
They are probably not later than 4000 b.c. To the same period 
of the "Ancient Empire" (as contrasted with the "New Empire" 
beginning about 1800 B.C.) belong the rock-tombs of Beni Hassan, 
Xllth Dynasty (text-cut, p. 41). The architectural details, columns, 
and capital, here illustrated, have been noted 
in test. 

The walls between the columns, as found 
at Denderah (16), are not typical for early 
Egyptian monuments, and are only found in 
Ptoto-Doric Col- *'** period of decadence, during the rule of the 
uma,BcDlHM*aD. Greeks and Romans. The true Egyptian feeling 
admits either an open colonnade or a solid en- 
tire wall, but no compromise between the two. Imitation gate- 
ways, with side pilasters inserted against columns, as seen at 16 
and 18, are also confined to the period of decadence. The 
original Egyptian construction does not tolerate any break in 
the outline of the column. 

The shattered pilaster figures in 17 are representations of ■ 

the God Osiris (the Sun during the night conceived as God of 

the dead and of the Lower World, and thus having the form of 

a mummy). Similar "Osirid" pillars are frequently found in 

Egj'ptian construction. The capitals in 16 show headu of the 

Goddess Hathor, a double or counterpart of Isis, the spouse of 

Osiris and personification of the fertile earth. The winged Lotiu-bud Capitd 

disk seen over the portal at Denderah, and generally found in ^eni Hihsd. 

corresponding positions elsewhere (see Court of the Temple of 

Khons), is one of the forms of the God Horus (the Rising Sun. child of Osiris 

and Isis). The sun has the wings ot a hawk to indicate the swiftness of its course. 

•- KhoDB iB a Thaban form of the Qi>d Home (the Sieing SoiO- 
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Pig. 21 is an imagioaiy restored view, by the English architect and critic, Por- 
gusson, of the Assyrian palace at Khorsabad, near Nineveh. The arrangement 
of the lower line of relief slabs ia based on actual remains. The open colonnades 
above are borrowed by the artist from later ruins found at Persepolis. The palaco 
was built in the 8th century and destroyed in the 7th century B.C. 
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ARCHITECTURE OF THE GREEKS. 

General Type of the Greek Temples. — The most perfectly pre- 
served of these, is the Temple of Theseus at Athens, built about 
460 B.O. It has been used as an art museum. Of the outer portion 
only the roof is new. The illustration of this building (22) may 
be iised with the following matter. For reasons explained (p. 29), 
and on account of the destruction of the public buildings other than 
temples, the study of Greek architecture is almost entirely confined 
to these. 

The Ruins. — The earliest Greek Temple ruins now in existence 
date from the 6th century B.C,, or can not be positively fixed as 
belonging to an earlier time. Among these are several in Sicily 
(where the Greek colonies then controlled the Island); one, at least, 
of the ruins at Peestum, in Lower Italy, in which country there were 
many Greek colonies, and one at Corinth. The most important 
Greek Temple ruins are at Athens, and belong to the 5th century 
B.C. Subsequently, the leading temples were those built in the 
Oriental Greek countries, Asia Minor, Syria, Alexandria in Eygpt, 
etc., but these have mainly disappeared, aside from foundations and 
scattered fragments, like the earlier temples of Delphi, Olympia, and 
Ephesus. The destruction of temples of an earlier date than the 6th 
century B.C. is probably owing to the fact that they were generally 
built wholly or partly of wood. 

Temple Construction. — ^In the earliest stone structures standing, 
there is already found the fixed and completely developed type of 
the Greek temple. This type shows in its columnar elements of 
structure an Egyptian origin, but in form and arrangement a com- 
plete independence of foreign influence. Its most striking feature __ 
is ffie exterior portico, whose colonnade, surrounding a wall without 
windows, supports, above its double line of beams, a gabled roof. 
The plan of the Egyptian temple admitted an indefinite extent and 
series of apartments and courta The room specially dedicated to 
the statue or statues of the divinity, was often only one of many. 
On the other hand, the Greek temple is essentially only a shrine for 
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the statue, with the surrounding wall and colonnade. To this main 
apartment was generally added another, which was used as a 
treasury for the State funds or for the more valuable oflferings 
made to the shrine. 

In the greatest period of Greek art, the 5th and 4th century b.c., 
the temple statues of special fame were made of plates of ivory and 
gold (supported by an interior skeleton frame of wood), and were of 
colossal size. An interior colonnade, of two aeries of columns, super- 
imposed, supported the roof and divided the apartment of the statue 
into a middle nave and two side aisles. It is not certain whether 
or no the aisles were covered by a gallery, overlooking the statue, 
n^J^ Lighting of the Temples. — ^As opposed to the Egyptian temple, 
whose roof was flat and entirely of stone, the Greeks used wooden 
beams for the interior roof, which was covered with stone or terra- 
cotta slabs outside. On account of the decay of the wooden portions, 
none of these roofs have been preserved, so that the method of 
lighting the buildings is not certainly known. The absence of 
windows on the sides was probably intended to avoid the effect of 
cross lights, and to throw the statue into relief by the li^ht falling 
on it directly from above. Some temples were lighted by a direct 
opening in the roof, but it is not likely that any of those containing 
the gold and ivory statues were among the number. (The difficulty 
of devising a construction by which the lighting was obtained in 
other cases has led also to the theory that artificial light was used.) 
The Colonnade. — There was no exclusiveness about the rites of 
Greek worship, which consisted mainly of choral hymns and rhythmic 
dances, executed by the citizens themselves. The priests were not 
the guardians of mysterious learning or masters of a written hiero- 
glyphic language, which could not be read by the uninitiated. The 
priestly office was hereditary in certain families, but the priests 
were ordinary citizens who engaged in public affairs, and lived like 
their neighbors. This publicity of rites in the religious system 
finds a counterpart in the portico, by which the temple was sur- 
rounded. The citizens were invited by it to approach the building 
and to enjoy its protection, although the shrine itself could not, on 
account of its size, admit a large number at once. Moreover, to 
increase the size of the shrine within would have tended to diminish 
the effect of the colossal statue. Thus, in the natural tendency to 
increase the size of new temples, as the Greek States increased in 
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DORIC AND IONIC ORDERS. 47 

size and wealth, the development was, so to speak, on the outside. 
Hence, one explanation of the exterior colonnade. The colonnade 
may also be understood as the screen or decoration, relieving the 
blank surface of the wall of the building, which, we have seen, was 
unbroken by windows. 

The Greek Religion was intimately connected with the idea o( duty and devo- 
ti'.n to the State. The deities were conceived as the patrons and guardians of the 
city which affected their worship. Thus, the pubhc life as soldiers and citizens 
was a part of the religion, and the temples were public buildings, whose porticoes 
wure open to the commerce and every-day life of the people. The open colon- 
nades, which are the distinctive feature of all Greek public architecture, both in 
temples and otherwise, were a pecuUar outgrowth at once of the climata and of 
vhe civilization of the people. This civDization, unlike the great despotisms of 
the Nile and Tigris-Euphrates valleys, was one of small and independent civic 
communities, united by language, by a sense of superiority to surrounding nations, 
by religion, and by the great gymnastic festivals; "but otherwise as dbtinct from 
one another as the various nations of modem Europe. The development of Qreek 
^rt had thus, at once, a civic and religious origin. 

With regard to the religion itself, and to the ideas which wero associated with 
the temple statues, some words ore necessary. The statues were not idols which 
were directly worshiped, but were symbols of a spiritual divinity. The more 
serious Greeks of the best period had risen to the notion of a single God. Others, 
in earlier times, worshiped their national patron deity as a distinct spiritual 
power, without questioning the existence of other gods. After the early part of 
the 4th century B.C., skepticism as to the actual existence of the mythological 
divinities was very general ; but these were still conceived as personifications o( 
various virtues and ideal qualities. \/ 

6^ Distinction between the Doric and Ionic Orders. — The plan and 
use of the Greek temple have been sketched, and we now proceed 
to consider the different styles in which the general plan was carried 
out, known as the Greek "Orders." 

There are really only two Greek orders, as specified above. The 
Corinthian is often specified as a third order, but it is really Ionic, 
with a more elaborate capital and more elaborate ornamentation. 
The distinction between the orders lies in their proportions, and these 
proportions are e.ssentially the same in the Ionic and Corinthian. 

The " Tuscan " is sometimes distinguished as a separate order, but 
it is only a degraded form of the Doric which was used in Italy by 
the Etruscans, and then by the Romans. The "Composite" order, 
sometimes specified as distinct, is simply a Roman and degraded 
form of the Corinthian capital. 

The differences between the Doric and Ionic temples (compere 
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27 with 28) represent the distioctions between the two Greek tribes, 
from which the names are borrowed. The Doric temple was origi- 
nally that of the Doric Q-reeks, and in its massive solidity of appear- 
ance and construction reflects the simplicity and sternness of their 
character and taste. The Ionic temple shows in its light and 
elegant construction the more refined and effeminate nature of the 
lonians. In the ruin which is the original of 2 7, the gable is want- 
ing and has been restored by the artist."~srTf " 

According to the division generally meritionecl in Greek histories, there were 
three tribes of Greeks, the third named being the ^oUan, As a matter of fact, 
however, the ^olic Greeks represent a survival and continuation, in some localities, 
of the dialect and peculiarities of the early Greeks which were univerBal before the 
eeparation into the Doric and Ionic divisions had become apparent. (A somewhat 
eimilar instance might be found in the present well-known differences between 
Korth and South Germans, as compared with the Icelanders, whose isolated position 
explains the fact that they continued to represent an early stage of Glermauic life, 
similar to that from which both North and South Germans sprang, long after this 
division had taken place.) 

The Doric Character and the Doric Order. — Eecorded or written Greek history, 
as distinct from knowledge drawn from the study of language and from archf&- 
ol<^c remains, begins about 1100 B.C., with the account of the "Doric Migra- 
tion." At this time there existed a civilization in Southern Greece of a fairly 
developed character. Dr. Schliemann's excavations at Tiryns and Mycense have 
revealed something of its jewelry, pottery, and other ornamental art. Aside from 
this, there are, at various points in Greece, especially at the places above named, 
massive citadel walls and fortifications of the same period. This prehistoric Greek 
civilization, of which there are no written records, was overthrown by the Doric 
migration. The population which possessed it was dispersed or subjugated. 

The Dorians were mountaineers from Northern Greece. The little province of 
Doris, in North Central Greece, is named after them, but does not by any means 
represent the extent of territory over which they were spread. Owing to the 
peculiar topography of Eastern Europe, with vast plains unbroken by mountains, 
sweeping down toward the south, the climate of Northern Greece corresponds to 
that of the north of Europe, and its early population was of a hardy and rela- 
tively barbarous character. Southern Greece, on the other hand, has the climate 
of Southern Europe, on account of the warm winds from the Southern Mediter- 
ranean, and here had consequently developed the eariiest Greek culture. 

Of these hardy Dorian invaders, some settled in extreme Southern Greece, in 
and about the town of Sparla. These became the Spartans. They had taken 
from the earlier population all the most fertile lands of the Eurotus Valley, but 
this population was not expelled. It was reduced to slavery or to a state of 
political dependence and insignificance. The Spartans were very much outnum- 
bered by this conquered population, and could only preserve their ascendancy by 
the development of a rigid miUtary system of education, to which tbey were all 
subjected without distinction. A part of this military system was constant gym- 
nastic e 
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Aa time went on the military power of the Spartan State proved itself superior 
to every other in Greece, and its institutiona were accordingly respected and imi 
tated. Tbeee institutions, in which every citizen was held subject to military 
service without pay, at the call of the State, and in which the gymnastic education 
of the citizen was compulsory, were not confined to the Doric Greeks, but they 
were generally imitated. Thus we have explained the fact that the Doric order 
of architecture was not confined to the Doric Greeks, It reflects the influence on 
the general Greek character of their tastes and institutions under the influence 
•especially of the Spartans. For several centuries (until 430 B.C.) the Doric order 
was universally employed in the mother country and in most of the colonies, aside 
from those of Ionia proper. 

The Ionic Character and the Ionic Order. — In the movement of population 
caused by the Doric migration, some of the islands of the .^gean Sea and part 
■of the coast of Asia Minor had been settled by the fugitives. The narne of 
the middle part of this coast, " Ionia," gives the name to the tribe in general. 
The most quoted Ionic population remaining in Greece proper was that of the 
peninsula of Attica, capital Athens, reaching out toward the islands and the 
Asiatic coast. The lonians were thus settled in maritime Greece, or on islands or 
shores directly bordered by the sea. They became the characteristic sailor Greeks, 
just as the Dorians were the characteristic soldiers. To the vivacity and versa- 
tility of nature, which is proverbial (or a maritime population, they added the 
somewhat effeminate and luxurious tastes which the influence of the farther East 
■on the coast of Asia Minor naturally favored. On this coast developed the first 
great commercial cities of the Greeks, among them Smyrna and Epbesus, and 
here rose the school of poetry, about or after 1000 n.c, represented by the 
Homeric poems. The most famous temple of Ionia, that of Diana at Ephesus, 
built in the 6th century B.C., was destroyed by fire two hundred years later. The 
foundations of the later Temple of Diana at Ephesus have lately been excavated 
by the English architect, Mr. Wood. 

The Parthenon. — The Athenians, although lonians by blood, had 
for centuries been ruled by Doric institutions, and produced the 
most famous monument of Doric architecture just before the decline 
of this style. This was the Parthenon (24), the temple of the Vir- 
gin Goddess Minerva (Greek, Athen^), finished in 438 B.c. The 
supervising director of this building was the sculptor Phidias, who 
•designed its sculpture decorations now known as the "Elgin Ma!> 
bles," and himself constructed for the interior a colossal gold and 
ivory Minerva, long since destroyed. The present ruined condi- 
tion of this building is the result of a gunpowder explosion in the 
17th century. At this time Greece and Athens were in the hands 
of the Turks. During a war with the Venetians, the Turks used 
the building as a powder magazine, and this was exploded by a 
ibomb thrown by the Venetian attacking force. 

The Propylaa, or entrance gates to the Acropolis (Citadel Hill), 
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on which the Parthenon stood, were a scarcely less famous struct- 
tiro (80). They were completed, also under the direction of Phidias, 
between 437 and 430 B.c. On account of the extra height required 
for the columns of the passage-way, these were made of the Ionic 
order, whose proportions are more slender than the Doric. This is 
a rare caae of mixture of the orders, which, in the 0reek period, 
were usually confined to distinct buildings. Even in the case of 
distinct buildings, the orders were not iu general use simultaneously. 
They represent, on the contrary, successive tendencies of Greek 
history. The Ionic order appeared in Ionia at an earlier date than 
elsewhere ; and tho Boric did not absolutely disappear after the 
Ionic fashion became general Still, it is true in the general sense, 
that these styles, considered as dominant fashions in the mother 
country, are successive and not contemporaneous. They represent 
the distinction between the period of conservative tendencies^ rehg- 
ious belief, and stem patriotism, and the period of refined luxury, 
religious skepticism, and political decay. 

The Ionic Replaced the Doric in the 5th century b.c. Athens 
was then the center of Greek life, at once in politics, in literature, 
and in art, and here was consummated the social revolution through 
which the Ionic order came into general tise, after 430 B.a 

This was the time of the PeloponnesiaD War (^1-404 B.C.), which is univei- 
Bally conceded to have been the turning-point in Qreelc history, after which 
patriotic cooserratiain and the old Doric modes of life were replaced by more 
refined aod effeminate teadeodee, which terminated a century later in the down- 
fall of the independent Greek States. Greek history proper ends with the battle 
of Cheeronea, 338 B.C., when Philip of Uacedon defeated the Athenians and their 
allies in the struggle to preserve Greece from Macedonian conquest. 

The Period of the Ionic Order, when generally diffused over 
Greece, is, in round numbers, from 430 to 330 B.C., and this period 
is the last of Greek history, considered as the history of the old 
independent Greek Statea 

The Erechtheium* is the most famous Ionic building and ruin. 
Also on the Athenian Acropolis ; it was constructed between 480 and 
400 B.C. Here was preserved a statue of Minerva much more ancient 
than the building. This had been rescued by the Athenians when 

■ Tha vinr at 29 [a tAken from drawings made soon aftar the middle at the ISth centurj 
tb7 Stuart and Bevett), when the building was in much better praservation than at preeent 
The Sre<!htheiiun also appears at 30. on the left. 
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the Ft.'sians captured Athens in 480 B.a, and destroyed the old 
buildings on the Acropolis. The new Erechtheium was thus erected 
on the site of an older building, whose irregular ground plan was 
followed in the new structure from a sentiment of reverence and 
religious tradition. The name of the temple is derived from an 
Athenian king and hero of the mythical period, whose tomb was 
beneath the structure. 

The Little Temple of Nike Apteros, or "Wingless Victory," 
generally so called, but now known to have been a temple of 
Minerva, has been chosen as type of the Ionic in illustration (27) 
because the small size of the building sillows a larger view of its 
details. It appears in the restored view 30, on the right. This little 
temple, also on the Acropolis, was built about twenty years before 
the Erechtheium. Its small dimensions show how modestly the style 
first made its appearance beside the older Doric at Athena. / 

Historical Explanation of the Corinthian Order, so oUled.— The overthrow of Greek 
Independence by the Macedonian King Philip was immediately followed by a 
Macedonian-Oreek conquest of the Persian Empire, under his son, Alexander the 
Oreat. This empire, reaching from the shores of Asia Uinor and Syria to the 
Indus (p. 37), and including Egypt, had its center in the home of the old Assyrian 
and Chaldean States, the T^ris-Euphrates Valley. The conquest had been pre- 
pared by a gradual introduction and spread of Greek influence in the Oriental 
countries, and it was followed by a heavy migration of GFreeks into the Eastern 
world. First as governors and soldiers, then as men of art. and science, and men 
of business, the Greeks spread through the West Oriental countries, founding new- 
independent Greek cities, like Antioch in Syria and Alexandria in Eygpt, and also 
intermarrying and amalgamating with the Oriental populations. Greek States 
grew up on the ruins of the Persian Empire, which ultimately, a httle before the 
beginning of the Christian era, had nearly all become portions of the Boman 
Bmpire. (The Greeks of the Tigris-Euphrates Valley and countries farther East 
were, however, aubdued by the Parthian heirs of the Feisians after 100 b.c.) 

In this period of Greek history, the mother country was almost depopulated; 
but the Greek language, art, and science had begun their conquest of the civilized 
world. Under the Boman rule they were to conquer Italy and the countries of 
the Western Mediterranean, and then descend to later times mainly under di^uise 
of the Roman name and period. The earlier simplicity and purity of Greek life 
and taste were, however, replaced by more luxurious tastes, and more corrupt civili- 
zation. 

These explanations are neces.<!ary to an understanding of the word "Corin- 
thian" as applied to the luxurious Ionic order of the Alexandrine time. (From 
Alexander the Great, and from the great Greek capital of Egypt founded by him, 
Alexandria, the period is so named.) Corinth, by virtue of its position on the 
Isthmus, through which passed so much of the Mediterranean commerce, had been 
a rich and luxurious city in days before the Alexandrine period, and in the tima 
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when riches and luxury were the rule, "Corinthian" was the adjective natvu^ly 
used for the taste of the time. It may be also that a Corinthian architect perfected 
or beautified the capital so named, but there is evidence to show that it has an 
Oriental origin. 

The Corinthian Capital has a body corresponding to the shape 
of the column itself, but this is overlaid and concealed by leaves 
(p. CO). In general proportions and essential details the Corinthian 
order, as already noted, is simply the Ionic ; but generally with 
ornamental details somewhat more elaborated (text-cut, p. 6). 

The Choragic Monument of Lysicrates at Athens (81) is the 
earliest known, and also the moat beautiful example of the Corin- 
thian order, as respects the capitals ; but these capitals have been 
so damaged that restored drawings are necessary to an appi-eciation 
of their former beauty. This little building is a round structure, of 
slender proportions, erected to support a bronze tripod, which has 
disappeared. The tripod was a form consecrated by sacrificial uses 
in the Greek religion, and hence was one of the usual prizes in the 
contests of Greek dramatic choruses. The tripod in question was a 
prize won by the chorus which was supported by the Athenian Lysic- 
rates. Hence the name "Choragic Monument." 

The date (384 B.c.) of this building marks the general introduc- 
tion of the Corinthian style into Greece and into the Greek countries. 
It corresponds nearly to the general date for Alexander the Great's 
conquest of the Persian Empire (about 333 B.c.), and to the date for 
the battle of Cheronaea, just noted. 

Later Architectural Remains of the Corinthian order, between the 
time of the Choragic Monument and the period of the Roman 
Empire are almost absolutely unknown, owing to the wholesale 
destruction of the ancient monuments. This latter period has, 
however, left abundant remains of the Corinthian order, and many 
of great beauty. These belong to the early centuries of the 
Christian era. The general use of the Corinthian order in the 
Roman imperial period, in all countries of the Empire, is one 
phase of the general fact that the culture of the Roman Empire, 
which comprised so many countries which had been previously 
Alexandrine Greek, had also in general an Alexandiine Greek 
origin. 

The Ruins of the Olympian Jupiter Temple at Athens (32), may 
be mentioned as among these later monuments, dating from the 
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Roman Emperor Hadrian, and the second century after Christ. Other 
remains of the Roman period will be noted in the corresponding 
section. 

Details of the Doric and Ionic Ordera Compaxed. — HaTii^ considered, first, the 
general plan and uae of the Greek temple, and second, the hiatorical sequence of 
the Greek orders and their correspondence, as to time and taste, with the broadest 
facta of Greek history, we may now notice the contrasts of the orders in detail. 
Theee orders, as already noted, are essentially only two in number, and the follow- 
ing matter applies equally to the Corinthian and the Ionic, with exception for the 
capitals alone. 

Contrast in Proportions of the Column.— For followii^ matter compare 27 with 
S4 and 28. (See also text-cut at page 6.) The proportions of the Doric column 
are heavy, and those of the Ionic are light and slender. This distinction has no 
reference to the actual size, but to the relations of height and diameter. The 
average height of the shaft of th-j Doric column is from 5 to 5} diameters. The 
average hei^t of the Ionic shaft is from. 8^ to 9^ diameters. 

The Doric Order has no Base, and its shaft rests directly on the platform of 
the structure. This absence of bases enhances the effect of the heavy proportions 
in the columns, which would gain in height, and therefore in appearaitce of slea- 
demess, if supported by such a member. The slender piroportions of the lonio 
shaft are, on the other band, enhanced by the additional elevation which the base 
gives to the column. 

The Intercolamnar Distances, or spaces between the columns, are narrow in the 
Doric order, and do not much exceed the diamet«r of the column itself (average, 
H diameters). This contributes also to the massive effect of the order. The lonio 
columns, although more slender, are also spaced in relatively wider distances 
(average, 2) diameters). 

Diminntion of the Shaft.— All Greek columns diminish slightly in dze from the 
foot toward the neck. In the Doric order this diminution is quite emphatic; the 
converging sides of the shaft give an effect of steadfastness and security, tending 
to that seen in the form of the pyramid. The diminution from below upward in 
proportions of the Ionic shaft is so slight, that the reduced size of a picture will 
not show it. It is none the less, here as in the Doric, a delicate indication of that 
natural physical law that pressure increases from above downward, and that 
pbj^cal resistance miist also increase from above downward. As in the case ol 
the Florentine palaces noted at page 26, there is no physical necessity for this 
construction. It is an artistic and eeethetlc emphasis for the satisfaction of the eye. 

Curves of the Shaft.— The diminution mentioned is not produced by stra^ht 
lines, but in the outlines of all Greek columns there ia a delicate convex curve. 
This curve ia called the Entaaia. On account of the marked diminution of the 
Doric shaft, the convex curves la the rising lines of the shaft are most pronounced 
in the Doric. The curves may be conceived as representing an elastic and vigorous 
supporting power against the weight above, as opposed to one of dead resistance. 
It may be that the convei^ing lines of the Greek column were intended to enhance 
the perspective diminution and consequent appearance of size. The curves would 
assist this perspective illusion. It has been supposed by some authorities that the 
curves are intended to correct an optical appearance of inward deflection toward 
the center in the exterior lines of the shaft. 
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Flutings of tbe Column. — All the orders, as far «s the Greek moDuments are 
concerned, have fluted columns. That is, the shafts are channeled in the perpen- 
dicular direction by a series of curved grooves 
or furrows. These flutings have partly the pur- 
pose of uniting the various " drums " or pieces 
of the shaft into a single whole, and of prevent- 
ing the cross-sections of the joints of the various 
pieces from breaking the effect of perpendicular 
unity. But in cases where a relatively small 
size of the shaft allowed it to be quarried in a 
single block the flutings are also found, so that 
this could not be the sole explanation. Tbe 
flutings may then be also understood as a deco- 
Doric Capital, PartbenoD. ration empbasizing the perpendicular tine, and 

pleasing the eye by an agreeable and regular 
variation of lights and shadows on the sur- 
face of the shaft. 

There is a distinction in tbe character 
of the flutings of the two orders. The Doric 
flutings are wide and shallow, and are sep- 
arated only by the sharp edges formed 
by the meeting of two concave curves. The 
Ionic flutings are narrow and deep, and are 
separated by intervals of plane surface, form- 
ing a series of perpendicular bands. This 
distinction is explained by its results in the 

effects of the shadows which the flutings ionic Capital, Brcchtheium. 

cast. Tbe deep and narrow flutings cast a 

heavy shadow, and each perpendicular dark line of shadow b emphasized by its 
distinct separation from the others. The 
slender effect of the Ionic ia much increased 
by these perpendicular shadow stripings. The 
shallowness of the Doric flutings is such, that 
the shadow lines, falling mainly only at the 
sharp edges of separation, do not essentially 
detract from its heavy proportions. Thus, 
too, would be explained the fact that the 
flutings are more numerous in the Ionic 
(twenty-eight flutings) and less numerous in 
the Doric (twenty flutings ; in early temples, 
sixteen). That is, the slender shaft baa 
heavier perpendicular shadows and more of 
them, while the thick-set shaft baa lighter 
perpendicular shadows and less of them. 

. The Doric Capital.— At the neck of tbe 
shaft, and just below the capital, the Doric 
column Is cut by one or more incisions hori- 
zontally, giving the eifect in shadow of a ring about the neck of the shaft. This 
cut ia intended to mark ott and distinguish the capital from the shaft. The Doric 
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capital TToa called by the Oreeks the Echinus, from its resemblance to a kettle or 
caldron. Its shape is best de- 
scribed by the illiistratiou of the 
text-cut, p. 60, or by the col- 
umns seen in 25 and 36. 

The Ionic Capital is also best 
described by the teit^ut (p. 60), 
The volutes, which are its dis- 
tinguishtr^ feature, are derived 
from the downward curling calyx 
leaves of a conventional form of 
lotus used in ancient Oriental 
decoration, and derived from 
Egypt. The entire flower is 
found on Cypriote vases, and on 
C3T)riote tombstones, dating from 
Mie 6th and 7th centuries B.C. 

The Carinthian Capital has 
already been described (text-cut, 
p. 60). 

In Greek use, there was 
much freedom and variety in 
the treatment and details of the 
capitab of the various orders. 
No two buildings of the same 
order are exactly alike in this, 

or in any respect. 8ch«nM oT Doric Temple Conitructloa, Parthenon. 

The Abacus is the square 

plate of stone whi^h rests on the capital and supports the beam above. In tht. 

Doric order, the abacus is a large and prominent member. In the Ionic, the 
abacus is represented only by a thin plate of stone, 
or disappears entirely. 

Tbe Beams are Distinguished as Architrave aad 
Frieze. — Both taken together, are called the "entab- 
lature." The lower line of beams is called the 
architrave. The word frieze is applied to the Upper 
line of beams, but tbe same word is also used to 
define a horizontal band of decoration in general, 
whether It be on the inside or outside upper portion 
of a wall, or elsewhere. 

The Architrave has an undecorated surface in 
the Doric order. The looic architrave has three 
horiKontal divisions. Each one of the two upper 
divisions juts forward a little over the one beneath 
it. Tbe effect, as seen from the front, is that of a 
beam divided into three sections by two horizontal 
Aeroterium of tb* Purthcnon. lines. The divisions are said to be imitations of 
the overlapping boards of an ancient style of 

wooden construction. This resemblance is an assistance to a verbal description of 
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the Ionic architrave, and may explain its origin, but it ia. not likely that imitatioo 
of woodeo construction was the motive of this use in the perfected stone Ionic 
The motive was, doubtless, to relieve the surface of the heam of a bare appeaiv 
ance, which, on the other hand, waa 
easily tolerated by the spirit of the 
Doric order. In certain cases, however, 
the Doric architrave was decorated by 
affixed gold or gilded shields. 

The Doric Frieze is spaced in sec- 
tions by a aeries of triglyphs (28 and 
text-cut), arranged, one over each col- 
umn, and one over each intercolumnar 
space. Thus the triglyphs duplicate the 
number of the eolurana. The triglyphs 
consist of perpendicular bands of stone, 
three in number, separated by grooves. 
The spaces between the triglyphs 
are called lielopea. They are generally 
decorated with sculpture in reUef. 

The Cornice has a more elaborate 
outhne in profile, and a more decora- 
tive molding, in the Ionic and Corin- 
thian styles ; a simpler and heavier 
character in the Doric. The under sur- 
face of the Doric cornice is decorated 
■with a series of muitdes, flat, rectangu- 
lar, projected surfaces on which ar» 
drops, or gultcp,. 

The Pediment or Gable is distin- 
guished in all the Greek orders by its 
low (wide or obtuse) angle. This angle 
is more acute in the Homan period 
Ionic sniibuiure, Priene. (compare the Pantheon, 39). The space 

within the lines of the gable was deco- 
rated with sculpture. Ornament*, called Acmteria, were placed on the summit of 
the gable and at the lower extremities of it« sides. 

Irregularities of Coastmction.— A remarkable feature of Greek Temple archi- 
t«cture is the general absence of rectilinear and of exactly perpendicular lines. 
Irregularities in the sizes of corresponding members — columns, capitals, abaci, 
triglyphs, and metopes, and in the spactngs between them, are also general. The 
pecuUar delicacy of the masonry construction has admitted of an examination in 
detail, which proves that these various irregularities of size, proportion, and align- 
ment were a part of the intended construction. The observation of these pecul- 
iarities is comparatively recent, and their purpose is sti'.l in debate. 

The first noted and most curious of these refinements is that relating to the 
deviations from rectilinear alignment. 

The Horieontal Curves.— It was observed, in 1837, by Mr, Pennethome, an 
English architect, that the steps of the substructure {8tyl<AxU^ of the Parthenon, 
and the substructure itself, are conatructed in curved lines rising from the comera 
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toward the center o( eacli side. Corresponding but not exactly parallel curves are 
found in the upper lines of the building. The amount of the curve on the long. 
sides of the ForthenoD is only about four and a half inches in about two hundred 
and twenty feet. That is to say, this la the amount of deviation upward from an 
imaginary exactly horizontal line, at the center of the curve. The measurements 
which demonstrated the intentional construction of these curves were made by the 
English architect, Mr, Penrose, in 1846, A passage directing the construction of 
such curves is found in the ancient author, Vitruvius, who wrote a work on archi- 
tecture in the lat century of the Christian era, at Home. Although the work of 
Vitru^'ius had been well known to modem students since about 1500 A.n., this 
passage had attracted no attention before the date of tho discovery of the curves 
in the ruins themaelvea— another illustration of the very recent origin of the- 
Interest in Qreek art (see page 8). Vitruvius adds the explanation that the lines- 
of the building would otherwise appear deflected in the downward direction (from 
the ends toward the center). In the case of a gable, there is no doubt an optical 
appearance of deflection downward in the straight line under it. As regards the 
main horizontal lines of the temples, when seen from below and in the neighbor- 
hood of the angles, there may be a similar optical effect of downward deflectioDi 
in the direction away from, the angle.* Consequently, it has been supposed by 
some writers, that the curves were intended to counteract an illusion of this kind, 
which would have tended to an appearance of sagging downward and weakness 
in the building. In this connection it may be observed that the Qreek temples 
were generally placed on an elevation, and they were always on a raised plat- 
form, BO that even the lines of tho substructure were frequently above the level. 
of the eye of an api'roaching spectator. 

With other authorities, especially with those inclined to consider the taste and- 
knowlet^ of the time of Vitruvius as inferior to that of the Greeks in the 6th. 
century b.c, and thus inclined also to consider his explanation as only partially. 




adequate, various other theories have' been advanced. One of these supposes that 
the curves were Intended to enhance the effects of size in the buildings according 

to the principles of curvilinear perspective. Another view holds that the curves 
of the substructure were intended to offer an appearance of elastic resistance to 
the weight resting on them, and that the upper lines were curved to correspond. 
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Still another theory regards the curves as an expression of Greek distaste for stiff 
and formal lines, and for exactly mathematical forms, and connects them with 
the other irregularities above mentioned, which are supposed to indicate, and result 
from, a similar feeling. It is quite likely that all these different views are correct. 
It may be, however, that the Greeks themselves were not very distinctly con- 
scious of having any views whatever on the subject. The delicacy of their tast« 
may have led them to prefer the curved lines without formulating any prin- 
ciple or theory about them. 1/ 

"SCfS^i ON TBS lUiTTBTBATIOITa FOB aBJEUK TSMPZiB ASUUlTHIU'i' U JiB. 
(33-83, inolualve.) 

lUnstrations for the Doric Order.— See Nos. %%, 24, 25, 26. 27. 

lUustratioas for the Ionic Order.— See Nos. 28, 20. 

Illaatrations for the Corintbiaa Order.- See Noa. 3t, 32. 

Restorations.— See Nos. 25, 26, 28, 29, 30. No. 30 shows the Propyleea in 
front, the Erechtheium on the left, the Parthenon in the center, and the temple 
of "Wingless Victory" on the right. The restorations of interiors at 25 and 26 
offer suggestions as to mode of lighting the temples, which are not to he con- 
sidered as conclusive (see p. 44). 

The Text-cuts are intended to supplement and illustrate the foregoing mat- 
ter relating to the details of the orders. The " Egg and Dart " molding herewith 
in the text-cut is an enlarged view of a common. Ionic molding seen on the Ionic 
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capital and on the Ionic entablature in text-cuts. This molding is also very com- 
mon in modem decoration, as borrowed from the ancient Greek. Still more famil- 
iar in modem surface ornament are the patterns of conventional lotuses and 
" palmettes," and the ornament known as the Greek " fret," " meander," or " key 
pattern," herewith in text-cut. Compare the "palmette" in texlKiut for the Aora- 
terium of the Parthenon, also a typical Greek and modem form. 
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^ Deficiency of Earlier Monuments.— In all aspects of Roman life 
and history, it is important to separate the views based on existing 
remains from the facts relating to earlier periods which have left 
little or nothing to later times. For the history of art, and for 
studies which are not distinctly archaeological in purpose, the Impe- 
rial period is the only one to be considered, as it is also the one 
which has left by far the largest amount of material for study. 

Greek Influence. — Remembering that the Alexandrine Greek his- 
tory, after 330 b.c. (see page 61), embraces a number of countries 
which subsequently became portions of the Roman Emoire, that Italy 
had been under mediate Greek influences from an early time, and 
that the Roman countries of the Western Mediterranean largely 
owed their civilization to Greek Oriental sources, we shall be pre- 
pared to understand that the history of Imperial Roman art is in 
sequence to the Greek, and describes the continuation of it, and its 
ultimate mixture with foreign elements. 

A Sketch of Italian and Roman History before the Imperial period 
and the time of existing remains is also essential to exact views of 
the subject. 

Down to the time of Alexander the Great and the close of the 
history of the Greek republics, the Roman territory was only a 
small portion of Italy, south of the lower Tiber. The Latin tribe 
over which the Roman city (founded about 750 b.c.) had extended 
its rule, and which had also been admitted to Roman privileges 
and citizenship, was distinguished by great political and practical 
virtues, and by capacity for military discipline, but in comparison 
with other Italian nations, was backward in culture and art, and in 
these respects was dependent on them. Thus, to understand the 
later Roman art, we have first to understand that of the rest of 
Italy, especially as the rest of Italy ultimately became Roman in 
government and name. 

Italy did not, for ancient geographers, comprehend the Northern 
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Po Valley above the Apennines, until shortly before the Christian 
era. Its most important nations were the Etruscans and Samnites. 
These may be considered, broadly, as controlling the most fertile 
parts of Italy above and below the Latin tribe, respectively. Around 
the South Italian shores was a line of Greek colonial cities of great 
wealth and importance. Before the date of these Greek settlements 
(mainly of the 7th and 6th centuries B.C.), the Etruscans and Sam- 
nites had been largely dependent on the Oriental civilizations, 
through the medium of Phcenician commerca After this time, the 
same influences continued, but were colored and overlaid by Greek 
characteristics. Thus, for instance, the Etruscan alphabet was bor- 
rowed from the Greek. So intimate were the commercial rrl^tiona, 
that the multitude of Greek vases found in Etruscan tombs formerly 
led to the presumption that the Greek vases were Etruscan. 

Conquest of Italy. — In fifty years after the time of Alexander, 
the Romans had mastered the Etruscan, Samnite, and Greek terri- 
tories. Their policy was to adopt a portion of the conquered popu- 
lations into their own political system, and also to spread through 
the conquered territories colonies of their own citizens, which thus 
came under the Italian influences of their immediate neighborhood. 
Thus, for a double reason, the later " Roman " art was that of Italy 
in general. 

The Roman Empire. — Carthage had become mistress of most of 
the West Mediterranean shores and islands, about 800 B.C., and had 
controlled parts of them for many centuries before this time. In 
the third century b.c., the Romans began a contest with Carthage 
for the possession of Sicily, which finally ended in the Roman con- 
trol of all the Western Mediterranean, about 200 b. c. At this time, 
the Phcenician culture and art had already adopted a Greek color- 
ing, and had at least a superficial Greek character. Thus, under 
" Roman " influences, viz., those of Italy in general, the Western 
Mediterranean countries continued in that path which they had 
already entered before the Roman conquest. The extension of 
Roman government over the Greek States of the East began soon 
after 200 b.c., and continued until shortly before the time of the 
Christian era. At this time, under the first Emperor Augustus, the 
boundaries of the Empire were nearly those of later tima 

Roman Art.— In the "Roman" art of the Imperial time, we include 
the remains of all these various countries. In all of them, the same 
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general character prevails. It would be a mistake to suppose that, 
in all these cases, this "Roman" art was transported bodily, by 
Roman intervention, to these countries. The Roman art is that of 
the countries which became Roman, and this art was a general 
expression of the civilization in the Mediterranean basin at this 
tima As Spain, Britain, France, and South Q-ermany were first 
generally brought within the area of Mediterranean civihzation by 
the Roman conquests, these are the countries in which a distinct 
" Roman " introduction and dissemination of this civilization took 
place. But in these countries, also, an earlier Phoenician or Greek 
influence had prepared the way for the "Romans," and was in no 
way antagonized or overthrown by the influence which succeeded. 
It is true, however, for all provinces, Eastern as well as Western, 
that the Empire had a capital of great importance and far-reaching 
influence, and that the great force and practical nature of the 
original Roman blood stamped a certain element of its own charac- 
ter on the remotest portions of its provinces, and on their art. 

The General Use of the Arch is a striking feature in remains of 
"Roman" architecture. In Italy, the remains prove that the arch 
was used by the Etruscans, at an early date, for city gates, sewers 
and drainage constructions, and it was emploj'ed probably in build- 
ings as welL The intimate relations of the Etruscans with Egypt 
and Assyria, through Phoenician commerce, would explain this use. 
It wtis from the Etruscans' that the early Romans adopted the arch, 
as well as other elements of art and culture. The great sewer 
{Cloaca Maxima.) in Rome is a monument of this early Etruscan 
influence. Ruins of aqueducts (34) or bridges, in which the arch 
was employed, are scattered over all former provinces of the Empire. 
(The earlier Greek aqueducts were tunneled under ground.) 

There are apparently no existing' remains of arched constructions 
in the Grecianized Oriental countries . positively dating earlier than 
the Roman conquests, aside from those of the earlier Assyrian and 
Egyptian time ; but the later destruction has been so absolutely 
sweeping in these countries, that negative evidence is of no great 
value. The probability is, that the arch continued in use in the 
Oriental world down to its Roman period, without intermission, and 
that the arched and domed constructions of the Imperial period in 
the Eastern provinces are simply direct continuations of this earlier 
use. At least two instances of arch construction are now known in 
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Greece, dating from the Greek period proper. It is clear that the 
Greek use was quite limited, but rather from national prejudice 
than from ignorance of the principles of this construction. 

In the Roman Baths (33), both the vaulting or roofing arch and 
the dome were employed. The bath constructions in the city of 
Rome were of vast extent, comprising not only bathing accommo- 
dations, but also lounging-rooms, reading-rooms, Ubraries, and gym- 
nasiums. Works of sculpture were so lavishly used in decoration, 
that the baths were also veritable museums of art. 

The Basilicas were the meeting places of the merchants and 
men of business, and here also were the courts and halls of justice. 
The most noted remains of a BasiUca in which the roof was vaulted, 
is that known as the Basilica of Constantine, in Rome (37). The 
ruin has preserved only one side aisle of the original constraction. 
In this case, and quite generally, the vaulting is formed of concrete, 
which was cast in a mold of plank construction. This was removed 
when the mass became hard and solid. By this method, the ten- 
dency of the arch to thrust the supporting walls outward was 
avoided. (There were two vaulted apartments in the baths of 
Caracalla, each as large as the central nave of the Basilica of Con- 
stantine.) Another class of Basilicas was constructed with a timber 
roof, and having the upper walls of the central nave sappoi"ted by 
columns. In the ruins of the Basilica Ulpia at Rome, time of Tra^ 
jan, second century A.D., we can trace the general plan of these 
constructions. Their arrangements were subsequently copied in one 
class of early Christian churches, thus named after them. 

In the Amphitheaters for the games of the gladiators, the fights 
of animals, and similar amusements of the populace, Roman en- 
gineering skill is again displayed in marvelous ways. The Colos- 
seum at Rome is the most famous example of this class of con- 
structions. 

The gladiator games were a phase ot the corruption of ancient civilization In 
the Imperial period, and were unknown at Borne in the early days of Boman 
republican simplicity. The Greeks never admitted such spectacles. They were a 
concession to the coarse and crael tastes of the populace, whose favor was essen- 
tial to the security of the Emperor's person. 

Triumphal Arches (41) marked the avenues through which the 
triumphal processions, in celebration of foreign conquests, were 
conducted, and served as memorials of them. The triumphal arches 
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of the Kmperors Titus, Septimius Severus, and f'onstantine are stiil 
standing at Eoine. 

The Ornamental System.— In all tho various Roman construc- 
tions so far named (excepting the timber-roofed BasiUcas), the arch, 
arched ceilings, or domes, and supporting piers or walls, are the 
structural elements ; but their ornamental traits have still to be 
considered. In some cases, the marble casing on which these orna- 
mental details were carved has been destroyed (for instance, in 37), 
but all Roman buildings affected the same style of ornament. Ex- 
amination will show that thes'^ ornamental traits are Greek, univer- 
sally, but that, in cases where arches are used, the columns and 
beam entablatures are not elements of the construction itself, as 
they are seen to bo in the illustrations of the Greek temples. Thb. 
purely ornamental use of Greek forms, which were originally purely 
structmral, is the distinguishing feature of the Roman style. 

Broken Lines of the Ornamental Entablature. — A peculiar feature 
frequently appears in the lines of the ornamental imitations of 
the entablature, viz., the projections of the entablature over tho 
columns, making a series of breaks in its lines (41). In the Greek 
structural use, the lines of the entablature are necessarily straight. 
A curious exaggeration of these projections is found in the part 
of the surrounding wall of the Roman Porum, known as the Forum 
of Nerva, where the columns are really a surface ornament rather 
than supports of a portico, although they are entirely freed from 
the wall. 

Ornamental Gables. — Another phase of this Roman use of Greek 
form is found in the ornamental gables which surmount doors, win- 
dows, and niches (36), These are imitations in reduced size of the 
gables of the Greek temples. There are four varieties in the 
ornamental gable. A curved form was introduced to vary the mo- 
notony of tho triangle,* Both curve and triangle are occasionally 
found with a break at the center above or below. In the rock- 
carved Roman structures of Petra, in Southern Syria, there are 
remarkably fine illustrations of these various uses. Others may be 
seen in the Roman ruins of Baalbec, in Syria, The plain, triangular 
niche gable is seen in the interior of the temple at 40, and 
oh the Porta Maggiore, at Rome, the best preserved of Roman 
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■city gateways (36). (Above it are portions of an aqueduct in two 
-sectiona.) 

Use of the Ruins as Quarries. — It has been observed, that brick 
constructions, like the Baths of Caracalla, were originally decorated 
with marble casing, in which the Itoman-<Jreek ornamental forms 
were employed. These casings have been torn oflf, and burned into 
iime for mortar in the Middle Ages. In fact, the destruction of 
ruins for this purpose, and the use of them as quarries, did not 
■cease in Rome till the middle of the 18th century. It still con- 
tinues in the Oriental countries, which were once Roman prov- 
inces. In many Roman provinces, for instance, in Britain, an almost 
absolute destruction of the ruins has resulted from the habit of 
using them as quarries. Thus we have explained the singular fact 
Ihat the most remarkable series of ruined Roman cities is found in 
Eastern Syria, along the edge of the northern continuation of the 
Arabian desert. Only in this one x^ortion of the old Ron .an Empire 
has the later population spared its remains. The Bedouins, who 
■subsequently occupied the country, live in tents, and hence the riins 
have been preserved,Nj. 

vV The Roman Temples of early dates imitated those of the Etrus- 
cans. No remains of either are preserved. Ancient descriptions 
■show that they had a general resemblance to the Greek temples, 
without their refinement or beauty of proportions. The Roman 
temples of the Imperial period (38) are Greek in details and plan. 
Many of them, however, abandon the surrounding colonnade, only 
retaining the portico in front. The temple known as the Maison 
Carrie (square house) at Nlmes, in Southern Prance, is a well- 
preserved example. It thus appears that the distinctive Roman 
•ornamental use of the Greek columns did not exclude the continu- 
ation of the Greek structural use. 

he Order Generally Employed in the Imperial period is the 
Corinthian. The Roman preference for this order is an illustration 
■of the origins of the Imperial civilization, which was essentially a 
•continuation of the Alexandrine or Asiatic-Greek (p. 57). When the 
Doric or Ionic forms are employed, the details are relatively inferior. 
The so-called "Tuscan" order is an Etruscan modification of the 
Doric which continued in the Imperial period. The so-called "Com- 
posite" order has a capital combining details of the Ionic and 
"Corinthian forms, 
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The Domestic Architecture continued as in earlier antiquity, and 
in modem Oriental countries, without external ornament or archi- 



Apartnwnt la ■ Pompeian House. 

tectuial pretensions. Dwellings of six and seven stories were built 
in Rome. Those preserved in Pompeii have only two stories. This 
town, in the vicinity of Naples, was buried under a shower of ashes 
from the volcano of Mt Vesuvius in 79 a.d. The various apart- 
ments of a Pompeian house are centered about an open court, into 
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which they open. The wealth and luxury were exhibited in the in- 
terior decoration and domestic furnishing. The walls facing the 
street are bare ; often even without windows. 

The Pantheon.— Of all Roman buildings, the Pantheon at Rome 
claims precedence by its complete preservation {No. 39). The in- 
terior is a single domed apartment, lighted by an opening at the 
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center. The exterior is of brick, with a stone portal in the form of 
a temple gable and portico. It is generally supposed that the use 
of this building as a temple for the gods of the conquered nations 
was not the original destination, and that it was originally part of 
the plan of a bath construction, subsequently separated during erec- 
tion from the main building. This has been recently disputed by 
high authority, but it is at least true that the Pantheon offers a 
fine illustration of the immense domed apartments which were one 
feature of the Eoman baths, ^— _ T.._ 

KOTBS as THB IIJiTJ8TBA.TIOira VOB BOUAZT ABCtHXTllOTnBB. 

Nos, 33, 34, 37, are chosen 
as types of the arch conatniction 
and of arched vaultings. N09. 
36, 39, 40, 41, 43, show the as- 
Bociation of the arch or dome 
with Greek structure used for 
decoration. No, 38 illustrates 
the continuance of the Oreek 
temple form under the Roman 
Empire. 

/ The Theater of MarcelluH, in 
text-cut showing a section ot 
construction, offers on excellent 
type of the Boman combination 
of the arcU with Greek forms. 
The entire building, begun by 
Cfesar and ttnisbed by Augustus, 
held thirty thousand spectators. 

The restored view of the Ro- 
man Forum shows several in- 
stances of the continuance of the 
Greek construction proper;J^ 

At p. 72 reference is made 
to the Basilica, or Business Ex- 
change, built by the Emperor 
Trajan, eib belonging to the class 
of timber-roofed Basilicas. The 
broken columns of this structure 
are seen at No. 125 (p. 180) in 
front of the column erected by 
the same emperor. The division 
of nave and aisles, which con- 
tinued in the Church Basilicas. The.i.t or uiruiiiu, Rome, 
as explained in the next section, can be seen in the lines of the broken columns. 
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ARCHITECTURE OF THE MIDDLE AGES. 

BTZANTIHE PERIOD, A.D. 300-1000. 

In the Sth century of the Christian era, the Western provinces of 
the Roman Empire were overflowed by an armed migration of 
German tribes, which had been previously settled in Central and 
Eastern Europe beyond the Danube and the Rhine. They were a 
simple agricultural people, of warlike ferocity and unlettered tastes, 
seeking new homes remote from the pressure of a Mongolian inva- 
sion from Asia, which was threatening their own security. In the 
preceding centuries, contact with Roman traders, or service as soldiers 
in Roman pay, had partially familiarized the Germanic tribes with 
the civilization into which they now rudely entered as conquerors 
and masters. They had already, in general, adopted the Christian 
faith from Roman missionaries, or became converts soon after the 
invasion. 

During the 4th century, the one preceding the German inva- 
sions, Christianity had escaped the pei-secutions of the first three 
centuries. Under the Roman Emperor Constantine it was protected 
and fostered by the State. Under the Roman Emperor Theodosius 
it became the State religion, and pagan worship was forbidden. Thus 
in the 5th century the Roman Church became the connecting link 
between the conquered provinces and their German invaders, the 
power ruling both. For many centuries the efforts to revive the 
culture of Western Europe, or to protect that culture which had 
escaped the wreck of the invasions, were entirely the work of the 
clergy and of the Church. Thus the continuation of the Roman 
architecture under new conditions and in new uses may be studied 
in the early Christian churches. 

The Byzantine Empire. — In Eastern Europe, and in the countries 
of Asia and Africa bordering the Eastern Mediterranean, the Ro- 
man Empire continued without any break of continuity or character. 
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aside from those most important changes, introduced by the domi- 
nance of the Christian religion. The new name applied, in modem 
historic usage, to this Eastern portion of the Empire sometimes 
obscures its identity and the continuity of its existence. The Em- 
peror Constantine had transferred the Imperial residence from Rome 
to Constantinople. Constantinople was the site of an earUer Greek 
colony Byzantium: Hence the use of the term " Byzantine Empire," 
as appUed to this Eastern continuation of the Roman Empire, It is 
also called the "East Roman Empire" and the "Greek Empire." 
The use of this latter term emphasizes the fact that the population 
of the East Mediterranean countries was Greek in culture and lan- 
guage, and largely Greek in blood after the time of Alexander's con- 
quest of the Persian Empire (p. 37). 

Byzantine Architecture, — The best, because the most comprehen- 
sive, term for all early Christian architecture is the term Byzantine. 
This term covers both the Christian churches of the East Roman 
Empire and of the Germanic States, founded on the ruins of the 
Roman Enapire in Western Europe, because Western Europe, in its 
backward condition, subsequent to the invasions, was very largely 
dependent on East Roman art and influences. The name is, however, 
a matter of indifference, provided a single one is used to comprehend 
the period, during which the Churches of Western Europe and those 
of the Byzantine Empire had the same general forms and plan.* 

Basilicas and Baptisteries. — There were two types of churches in 
use during the period in question, one founded on the plan of the 
timber-roofed Roman Basilica, or Business Exchange, the other 
founded on the plan of the large-domed apartments of the Roman 
Baths (No. 89). In both cases, the names Basilica and Baptistery 
{Bapttsteri-wm) were retained. 

The Periods of Church Architecture. — The first (Byzantine) period 
of architecture lasted in Western Europe about seven centuries ; 
from the triumph of Christianity under Constantine to about the 
beginning of the 11th century. New methods of construction, 

■ ClairifioatlonB whioh d«slgnat« as diatioot etylea the "Early OhrtaUaa'' and "E^zaiitliie'' 
are confudng beoanee they are not founded on facts. So t«a are the olaoBlflcatdoiu whioh Intro- 
duce the term " Rotoaneeqae " In the sanao of "debased Roman," ea ooestenalTe with "Esiiy 
Christian." Such oIoastflcatlonB otwcnre the sense of the word Bomaneeque, which in archi. 
teotoze implies simply a return to certaJn Boman features of oonstruction, and leave us without a 
term for tiie real Bomaneaqna period, which lies betweeo the Byamtina (or "Bariy ChrlstlMl") 
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to be subsequently specified, were then gradually adopted for the 
cathedrals and larger churches of the new period, which is desig- 
nated as the Romanesque, and which lasted till about the close of 
the 12th century. The style now characterized as the G-othic 
then succeeded, and lasted till the close cf the Middle Ages, about 

1500 A.D. 

History of the Word " Basilica." — The Basilica, as Christian 
Church (38, S4, So, 36), retained the name and mainly retained the 
plan of the buildings thus previously named (p. 72), The name dates 
from a very early event in Athenian history — the overthrow of the 
rule of the king (BasHeun). His duties were divided among a series 
■of elective officials (ArcTiona). One of these Archons retained the 
title of Ba&ileus, and after him was named the building which 
served for his judicial sessions, and which was devoted to other 
public uaea The use of the term spread to other Greek cities, 
and finally became that of the Eoman Empire. In the Christian 
period, the term gained a new meaning, the "Royal House," «. e., the 
dwelling of the King of Kings. 

Early Christian Churches. — For obvious reasons, there was no 
development of Christian architecture until the close of the persecu- 
tions at the opening of the 4th century. The earliest Christian 
Basilica still in use, is the Church of the Manger at Bethlehem 
{early 4th century). The two great Eoman Basilicas of the 4th 
century, those of St. Peter and St. Paul, have been destroyed. The 
St. Peter's Basilica was piilled down in the early 16th century to 
make place for the new St, Peter's Church. The St. Paul's Basilica 
was mainly destroyed by fire in 1828, It has been rebuilt on the 
old plan. Some other early Basilicas in Rome have been trans- 
formed by restorations in the taste of later times, so that they have 
lost their ancient character and effect. The most important ones 
have suffered the most in this way, but there are still several Roman 
Basilicas of the 5th and 6th centuries which are substantially iutact, 
aside from the loss of important mosaic decorations, l/^ 
V The City of Ravenna, on the Adriatic shore of Northern Italy, 
has the most remarkable series of well-preserved early Christian 
buildings of the 5th and 6th centuries. Ravenna was a place of 
great importance during the period of the German invasiona Sur- 
rounding swamps and lagoons were a protection against the attacks 
of the Germanic invaders, and its position made it an imTiori:ant 
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commercial port, and, consequently, a connecting link with the 
East Roman countries. On the other handf it haa boon isolated, by 
the same position, from the march of progress in later times, and 
its later poverty has been the real protection of its interesting 
monuments. It was not till the 19th century that the dawn of 
revived interest in medieval history led to an interest in the preser^ 
vation of medieval buildings (see page 16), and the early ones 
which have been preserved, owe this preservation to isolation or 
to chance. 

Plan of the Church Basilicas. — As studied in the examples jutiit 
mentioned, the early Christian Basilica has an oblong and rectan- 
gular plan terminating at one end in an apse or semicircular niche 
— the origin of the Choir, This apse was- the seat of the magistrate 
in the Pagan Basilica, and a portion of the building before it, railed 
off by a transverse line of columns, was the court of justice. When 
we remember that the clergy were the main supporters of public 
order in the period of the invasions, and the mediating power be- 
tween conquerors and conquered, and that the bishop was generally 
the leading city magistrate, it will appear that there was a natural 
logic in the arrangement which turned the apse of the Roman 
magistrate into the choir of the Christian bishop and the Christian 
clergy. 

Details of Construction. — In the early monuments this apse, or 
choir, corresponds in width to the central nave. The division of 
the building into nave and aisles (44, 47) was also a feature of the 
Pagan Basilica, and so becomes one important feature of arrange- 
ment in all the later cathedrals. This division is connected with 
the method of roofing the building. The outer portions, the aisles, 
are covered with a separate roofing considerably lower than that of 
the nave. The nave rises above the aisles by walls supported on 
columns, and these columns form the separation between nave 
and aisles. 

The Clerestory. — The method of elevating the nave above the 
aisles, also found in all the important later cathedrals, where this 
upper part of the nave is called the Clerestory, admits of roofing, 
with more convenience, a wider space, and it also admits of a 
method of lighting by upper windows, which has great advantages 
of effect. Large apartments are most successfully lighted from 
above. The eye thus enjoys the effects of light illuminating the 
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biiilding and cast on the objects in it, without being strained by 
the glare of direct horizoutat rays. Jt has been noted (page 44) 
that the Greek temples were probably lighted from above. The 
Pantheon owes its wonderful interior effect to the same method of 
lighting. 
— - Th? g^yjIJT? ^"^o*?. •^f"-"_'2U^'r"brr (not VB^TJ ted), an importan t 
distinction as compared with the important cathedrals of the Ro- 
manesque and Gothic times, whose, use of the,g,^clied. coililiga of., 
brick or stone (vaultings) led to most of the other distinctions from 
tlie early Basilicas. _ 

Columnar Supports as Distinguished from Piers.— Another char- 
acteristic is the use of columns, as distinguished from piers or 
pillars, as supports for the upper walls of the nave. In Greek and 
Roman antiquity, columns were always composed of a single block 
of stone as regards the diameter. In the perpendicular line, the 
larger columns were generally composed of a series of "drums," or 
cylindrical sections. Piers or pillars, on the other hand, are com- 
posed of aggregated masonry. They may be of cylindrical shape, 
but rarely are. (Compare columnar supports of the Basilica with 
the piers of the Romanesque and Gothic, 50, 53, 56.) 

The Combination of Column and Arch (as seen at 44, 47), by 
which the upper walls of the nave are supported, was one devel- 
oped into a permanent system by the Christian Basilicas. This 
combination appears in some few Pagan structures, for instance, 
the palace of the Emperor Diocletian, at Spalatro, in Dalmatia, 
which slightly antedate the general period of Church Basilicas, but 
is otherwise unknown in ancient architecture. In the Greek con- 
struction, either of Greek periods or as copied by the Romans, the 
column invariably supports a straight beam, and in Roman use the 
arch is supported by a pier. In Roman ornamental use of Greek 
forms, the column frequently decorates the front of the pier (see, 
for instance, the Theater of Marcellus), but it is always connected 
with a projected imitation of the beam entablature above, and has 
nothing to do with the structural support of the arch. 

Development of Interior Perspective Effects. — The column and 
arch construction, as introduced in the Christian Basilicas, has a 
considerable influence on their perspective effect, and on the appear- 
ance of length in the interior. The eye is arrested at each succes- 
sive arch in its computation of dimension. The straight beam line 
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would be detrimental to the appearance of interior size, as the eye 
is led by it directly to the extremity of the line. It may be remem- 
bered that Greek temple interiors did not affect an appearance of 
size. This would have been prejudicial to the effect of size in the 
statue. The Greek temple was essentially only the shrine or casket 
of the temple statue, not a building for a congregation of worshipers. 
In the Christian church, an appearance of size is consonant Tvith 
the uses of the building, and the later cathedrals owe much of their 
power to the perspective effects introduced by the sequence of 
arches, which continued in the later periods, although the columnar 
supports were then replaced by piers. 

Some few Basilicas in Rome retain the straight beam line of the 
ancient columnar style, an interesting illustration of the superior 
power of the ancient traditional style in this particular city. 

The Interior Decoration of the Basilicas was like that of the 
Baptistery churches, and will be noticed after these are described. 

The Exterior Appearance was bare and undecorative (45, 46). 
The walls are frequently ornamented by arc a des in relief (46). 
Under roof lines and cornice lines is occasionally found an ornar 
me ntal frieze of sm all round ar ches in relief. 

The Bell Tower [Italian, Campanile (cSm pa nee'ia)] was a separate 
structure (45, 46), In all medieval periods, the Italians continued 
to make a distinct structure of the bell tower {see 64). In the 
architecture of the Northern Romanesque, the tower became a por- 
tion of the building, sometimes in double, sometimes in quadruple 
use (51, 63). The spires of the Gothic (57, 58) are a later develop- 
ment of this use, continued in the modem steeple. 

Baptisteries and Baptistery Churches. — It was customary through- 
out the Middle Ages, in Itaiy, to construct in each city an especial 
building for use as a Baptistery. This custom began in the By- 
zantine period, which also constructed churches proper on the 
same plan. 

The Dome Plan, — This plan, adopted from the large domed 
apartments of the Roman Baths, and retaining the same name, is 
entirely distinct from the Basilica plan. As opposed to the oblong 
elongated plan of the Basilica, that of the Baptistery (48, 49) 
radiates from a center. (The exterior outline may be octagonal, 
round, a combination of circles, or of a circle and half circles ; so 
that the term of "radiating" plan is the only one that is compi"e- 
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hensive.) Corresponding to this aspect of the plan, is the use of a 
dome, or series of domes, for ceiling and roofing. 

The Pantheon (No. 39) has been noted at page 80 as the one 
building of ancient Roman times, in modern preservation, which 
gives an idea of the character of these domed constructions in the 
Pagan Baplisteria. 

The Word " Baptistery." — The retaining of this word in Christian 
usage has an interesting relation to the baptismal rites of the 
Church, the Greek word from which our word "baptism" is taken, 
meaning originally "to bathe." 

Byzantine Preference for the Dome.— Churches of the Baptistery 
or dome construction, as distinct from Baptisteries proper (for bap- 
tizing purposes), were more numerous in the Byzantine provinces 
than in the countries of Western Europe, where the BasiUca type 
was more generally affected. 

Existing Monuments in Western Europe. — In existing remains, 
there are only three important churches of this type in Western 
Europe — San Vitale (vee tah'ia) at Ravenna (48), St. Mark's at Venice, 
and the Cathedral of Charlemagne at Aix-la-Chapelle. 

Mosques of Omar and of St, Sophia. — Among many notable 
churches of this type in Eastern Europe, two are specially famed — 
the^Mosque oi Qmn.!- H.t. Jerusalem, and the Mosque of St. Sophia 
at Consta ntinople. The Mosque of Omar was~originally a Christian 
'cEurch of the 4th century. The Mosque of St. Sophia was originally 
a Christian church of the 0th century, and was built by the Emperor 
Justinian. In their use as mosques, these buildings date respectively 
from the Arab Mohammedan conquest of Syria in the 7th century 
and the Turkish Mohammedan conquest of Constantinople in the 
15th century. 

The Interior Decoration of both Basilicas and Baptistery churches 
was of the most costly and gorgeous character. Mosaics, marble 
paneling, and elaborate stucco omameat, were empluysd. For some 
additional notice of the mosaics, see the " History of Painting." 

Limits of the Byzantine Period. — Before passing to the develop- 
ment of the Romanesque and Gothic cathedrals in Western Europe, 
it may be observed that this development is quite foreign to the 
Byzantine world. The limit fixed for the Byzantine period, i. e., about 
1000 A.D., has reference only to Western Europe. In the Byzantine 
provinces, architecture continued to exhibit substantially the same 
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general character till the final overthvow of the Byzantine power in 
the 15th century. The Turkish conquerors n:ade this architecture 
their own model. Most of the mosques of Constantinople, for 
instance, have heen based on the plan of the St. Sophia. Russian 
civilization owes its origin to Byzantine influence, and in Eussia, 
also, Byzantine architecture continued down to recent times. The 
Church of St. Basil, at Moscow, built by Ivan the Terrible in the 
16th century, is a notable example of this fact. /^ 

SOnisB ON thu elxiItstba^ons for f win btzaaitinjo fbebiod. 

(44-48, liWliulTO.) 

Nos. 44 and 47 are types of Basilica interiors. Nos. 46 and 46 are types of 
BasUica exteriors. Nos. 40 and 48 represent, respectively, an exterior and interior 
of the Baptistery or Dome type. For Byzantine Capitals see pp. 110 and 113. 



^ THE ROMAHESQUE PERIOD, A.D. 1000-1200. 

The New Features of the Romanesque period (types at 50, 51, 
52, 53) are most easily understood by reverting to the description 
of the Basilica type, noting especially its use of a timber roof and 
of columnar supports for the walls of the nave. In distinction from 
these characteristics, the word " Romanesque " has been used to 
indicate the return, in the second period of Church Architecture, to 
the Roman elements of the pier, and the vaulting arch. 

The Pier, consisting of a mass of aggregated masonry, thus dif- 
fers from the column in its capacity for indefinite increase of bulk 
and height. For the "drums" of a column (see p. 89), being mono- 
lithic in the diameter, can not be quarried with facility beyond a 
certain limit 

Substitution of Piers for Columns. — The Basilica period had drawn 
its supplies of columnar supports mainly from the porticoes and 
temple colonnades of the Pagan Roman period. The rise of the 
new style, as regards the use of piers, is mainly a result of the 
exhaustion of this supply of columns from the ruins. An increase 
in the average size of the important cathedrals, and the introduc- 
tion of the vaulting (arched ceiling of brick or stone), were also 
causes for the use of piers in preference to columns. A column is 
too slender a support for the heavy walls and ceiling of a vaulted 
construction. Moreover, the period which, for seven centuries, had 
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drawu its supplies of columns from the ancient ruins, had lost the- 
habit of quarrying columns of the larger size. 

The Vaultings. — Thus the exhaustion of the supply of columns, 
the increase of average dimensions in the churches, and the intro- 
duction of vaulted ceilings, are all causes explaining the use of the 
pier. The introduction of the vaulting (53) was not instantaneous. 
It made its appearance gradually. It was used at first in the side 
aisles of certain churches. Then churches were built in which the 
nave also was vaulted. Finally, the method became general for all 
important cathedrals. (Contrast timber construction in 47.) 

Use of Vaultingfs Explained. — The use of vaultings in preference 
to timber roofs was probably favored by various considerations, 
amonjT which the superior permanence and non-inflammable chai> 
acter were doubtless the first. As the cities and religious com- 
munities of the Middle Age grew in size, power, and wealth, there- 
was a constantly increasing tendency to spare no efforts and stop 
at no expense which might promote the splendor of the religious, 
edifices. They were shrines of the State, public resorts of the popu- 
lace for political meetings and other purposes, the buildings devoted 
to the spectacular representations of the Passion Plays, and Miracle 
Plays, and even, on occasion, fortresses and treasure houses. The 
union of roof and wall in one continuous curving line gave the 
buildings a unity and rhythm of effect which was preferred to the 
simpler and more rigid interior lines of the Basilica construction. 

Basilica Features Retained. — On the other hand, important ele- 
ments of the Basilica plan were retained ; the division of nave and 
aisles, the extra height of the nave, the perspective effect of the 
succession of arches, and the choir. The choir began to develop in 
size in relation to other parts of the building (51). 

The Transept. — The plan based on the form of the cross had 
already appeared in the Basilica period, but it now obtained wider 
use and greater extension in the individual cases. The form of the 
cross, as used in the form of the church, had undoubtedly a sym- 
bolical reference, but it served to increase interior dimensions and 
exterior effects of picturesque variety at the same time. The por- 
tion of the church at right angles to its main lines, and making 
the cross form, is called the transept (62). 

New Use of the Dome. — Over the junction of the main building 
and transept a dome was constructed. Such domes, during the- 
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Romanesque period, had an exterior pointed roof; and it is to 
be noticed, also, that the interior vaultings were likewise covered 
and protected by exterior gabled roofings. Occasionally, apses 
or transepts (see 52) were constructed at both ends of the 
building. 

The Towers. — The picturesque and massive efEect of the exterior 
was generally emphasized by heavy square towers with conical or 
pointed roofs. Sometimes these towers, two in number, formed a 
portion of the front (fa9ade) of the cathedral. Sometimes four such 
towers were constructed in the angles formed by the intersection 
of the double transepts with the main building, or otherwise flank- 
ing the two extremities. These towers were a development from 
the bell tower, which, in the Byzantine period, was generally sepa- 
rate from the building (46, 46). They were used for bells or 
chimes, but they illustrate the civic pride and rivalry of the me- 
dieval communities, and a disposition to build up an imposing 
exterior effect, which is not generally apparent in the earlier Chris- 
tian time. They also had reference to the occasional use of the 
cathedrals as fortresses and treasure houses, which has already been 
noted, serving as watch-towers, as places of refuge and resistance, 
and for the storing of valuables. 

Exterior Ornamental Traits. — These are the least important 
aspects of the style, but they are the aspects in which the modem 
revivals of the Romanesque (see p. 21) are most clearly apparent 
In fact, they are generally the only claim of a modern building to 
be designated as Romanesque. These ornamental traits are— friezes 
of small round arches under the roof lines, or at the horizontal 
courses marking the different stories of the towers, etc. ; masonry 
pilasters projected from the wall, but in the same plane with the 
cornice and plinth lines ; and galleries of columns and arches on 
upper exterior portions of the building (52). 

The Round Arch Frieze, or cornice decoration, is also found in 
the Byzantine (early Christian) period, but not in such elaborate 
and constant use. 

The Perpendicular Masonry Pilasters strengthened the wall and 
admitted an otherwise thinner construction. They are distingaished 
from Gothic buttresses (see later matter) by the point just noted, 
that they do not project beyond the plane of the upper connecting 
horizontal cornice, or the horizontal plinth line at the base of the 
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■wall,* and they have no capitals or baaes in the Northern style. 
These pilasters are found, also, in the Byzantine period, but in 
this period they tisuaUy terminate in round arches, forming with 
these a series of blind arcades. In the Eomanesque period, they 
generally connect with an upper straight horizontal band, or frieze, 
of small round arches. These flat , pilastera are to be distinguished, 
from the columnar, pilasters, also found as surface ornaments in the 
same time (54). Flat pilasters terminating in capitals, and having 
also a base profile, are also found, especially in Italy. 

The Galleries of Columns and Round Arches used on the upper 
portions of the exterior (51, 54) show the continuation of the 
structure which was used in the earlier Basilica interiors, now con- 
verted to semi-ornamental uses. Of course, these exterior galleries 
may also be conceived as structural adjuncts of the building. 

Medieval "Styles" Determitied b]r Construction. — A descriptive summary of the 
distinctions between the different medieval periods is of special value in breaking 
down tbe prejudices on the subject of styles which have been considered at 
pages 5-28. Such summaries show that the general changes in "style" were 
changes in structure for which definite reasons can generally be given now, and 
which always existed originally. OmamenLal traits may bo more profuse and 
«laborate at one time than at another, but thiy generally reflect, imitate, or assist 
the structural uses. From this point of view, it will be understood that the words 
"Byzantine," "Romanesque," "Gothic," indicate certain broad distinctions as to 
constructions and periods, and it will also be understood that there are many local 
or special exceptions to the facta indicated by this use of words. 

Vaultii^ Uaed before the Romanesque Period. — One of these exceptions relates 
to the use of arched vaultings earlier than the date fixed for the Bomanesque. 
Especially is this use demonstrated for certain early Christian constructions in 
Syria (now in ruins, and in districts which at present are almost inaccessible on 
account of banditti. Bedouins, or Mohammedan prejudice). 

Timber Roofs Used in the Romanesque Period. — Another exception relates to the 
Romanesque period iteelf. It has been already implied that the new methods of 
construction (that is, new for the Middle Ages) indicated by the term Romanesque, 
hold of the larger and more important cathedrals. Timber roofs were always the 
rule for humble churches, and the Basilica construction and arrangement long 
survived, in some localities, the date fixed for the Romanesque. This is especially 
true in Italy. 

The "Italian Romanesque" (54, 56) very generally continued to 
prefer the Basilica construction of columns, arches, and timber 
ceilings, as opposed to piers and vaultings, throughout the Roman- 
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esque period. The reason was, at least partly, that the supplies of 
ancient columns from the Roman ruins held out longer in Italy. 
Thus, also, the "Italian Romanesque" frequently lacks (on account 
of the absence of interior vaultings, or from a difference of taste) 
the massive towers and generally heavy appearance of the Northern 
Romanesque. On the other hand, it carried the decorative traits of 
the Romanesque to an unusual degree of elaboration and profusion. 
Thus, the "Italian Romanesque" frequently showed Basilica con- 
struction combined with Romanesque decoration. 



These Exceptions assume their proper place when the examinatioii of a number 

of cathedrals mokes it clear that the individual distinctions of oae from another 
are even more interesting than the points of correspondence. For purposes of 
classification, we need systems and t«rms, hut the exercise of a free individual 
taste, by the artisans and builders, in the various parts of single medieval buildings, 
was alone sufficient to constitute a never-ending variety as between differrait 
buildings. 

Picturesque Variations in corresponding parts, both of ornament 
and construction, are a general rule. It is clear that exact sym- 
metrical regularity was often neglected, because it was not conceived 
of as necessary- -also clear that symmetrical regularity was frequently 
avoided by preference. It is probable that the conscious study of 
picturesque effects in architecture is apt to lead to mannerisms and 
eccentricities ; but in contrast to such conscious striving after the 
picturesque, the medieval builders had a happy preference for variety 
in ornamental details, and a thorough independence of the prejudice 
that regularity is a necessary standard of taste in construction. 

The So-called Norman Style. — The Romanesque period corresponds 
to that of the so-called " Norman " style. Mr, Freeman, the standard 
English historian of the "Norman Conquest" in England, never 
speaks of " Norman " architecture, but always of the Romanesque. 
The Normans conquered England in the 1 1th century, during which 
the Romanesque had become general on the Continent of Europe, 
and it was they who introduced it into England. Hence many 
English writers speak of the "Norman" style. There is, however, 
nothing distinctively Norman about it, and the use of local terms is 
almost certain to create confusion as to the broad and simple facts 
controlling the history of medieval architecture. Similar objections 
apply to the conception of a "Lombard" style, which is simply t*"» 
Romanesque of North Italy. 
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The Finest Examples of Romanesque Cathedrals proper (as dis- 
tinct from the Italian variation) are, generally speaking, in Germany, 
and especially in the Rhine countries The cathedrals of Speyer, 
Worms, and Mainz are especially celebrated. The size and grandeur 
of the German cathedrals of this time indicate the power and ascend- 
ency of Germany in Europe in the earlier Middle Age. In the 
later Middle Age, France took the place of Germany in this respect, 
and the subsequent ascendency of the Gothic style, which developed 
in France, throughout the whole of Europe, indicates this fact 

SOTSB OH TSm ZLLnSTBATKUro POB THS BOUAHXSQTTB FKBIOD. 
(SO-DS, tnohulTa.) 
Noe. 60, 53, are types of vaulted Bomanesque wi£h piers. Contrast 44, 47. 
Noa. 51, 52, are types of Northern Romanesque exteriors. Contrast 45, 46. Nob. 
54, 56, are types common in Italian Romanesque, showing Basilica construction 
with Romanesque ornament. For Bomanesque Capitals see pp. 113, 114. Dis- 
tinguish those for columns and for piers. Columns frequently alternate with piers 
in early Northern Romanesque, and the capitals frequently show Byzantine influ- 
ence. But it is impossible to understand Gothic construction without considering 
the pier and vaulting as the essential Romanesque elements. 
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The Word "Gothic" was originally used by the Italians of the early Benaia- 
eance (see p. 15, and later matter), to indicate their distaste for what they con- 
sidered the barbaric architecture of Northern Uedieval Europe. In this sense, and 
at the time of the Renaissaoce, tho word "Qothic" was applied indiscriminately to 
all Northern medieval buildings. This Italian taste and fashion carried with it the 
Renaissance style (p. 13), and replaced and overthrew the medieval civilization, 
and the medieval styles of architecture. 

First Use of the Word Marks Overthrow of the Style.— Hence, in dependence 
on this Italian taste, influence, and style, the Northern European nations, after a.d. 
1500, adopted this use of the word "Qothic," as applied to their own earlier archi- 
tecture. The word still had simply the meaning of "barbarian," as we still speak 
of "Goths and Vandals." It continued to have this meaning, and te be applied 
indiscriminately to all Northern medieval buildings until the opening of the 19th. 
century. 

Modem Revival of the Gothic— As has been explained at pp. 15, 16, the revival 
'i: the medieval styles iu the 19th century was due to histerio and literary studies 
which overthrew the Italian Renaissance taste and prejudice of the three preceding 
centuries. During this movement, as the distinctions between medieval periods 
became apparent, the word "Gothic" was gradually confined to the latest medieval 
period and style, which naturally required a distinctive name. The odious signifl- 
catioa of the earlier use of the word has, of course, entirely disappeared. 
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The Date 1200 A.D. would be, in round numbers, a fair approxi- 
mate date for tbe time when the Gothic had, begun to be generally 
■diffused over Europe. The beginnings of the style in France are of 
a somewhat earlier time. The transitions by which the new style 
was developed were gradual and tentative ; but in explanation it is 
best to speak of the ultimate result, without noticing the steps of 
transition. 

Gothic Cathedrals Compared with Romanesque. — A casual glance 
at the illustrations of a Gothic cathedral (56, 57, 58, 63) shows a 
remarkable distinction in appparance from the Romanesque. Among 
the differences the use of pointed arches is a prominent feature. 
As seen in the doors and windows and in the ornamental details, 
the pointed arches arc only a decorative outgrowth, which began in 
the structure of the interior vaulting. 

The Pointed Arch is a frequent appearance in Arab and Sara- 
cenic buildings, and was thus brought to the attention of the medie- 
val builders during the time of tho Crusades. But they used it 
from a different motive. In tho Arab and Saracenic buildings the 
pointed arch was apparently used out of preference for its light 
appearance and, so to speak, airy character, which harmonized with 
the frequently fragile, or at least highly ornate, appearance and 
sometimes flimsy construction of their buildings. The earliest Gothic 
buildings were of a plain and severe appearance, and the use of the 
pointed arch, was apparently only the means to a greater stabOity 
in the vaultings. 

Inflnence of the Crusades.— The opening of the era of the Crusades preceded by 
just & century the full development of the Gothic, about 1800. The Crusades had 
for their purpose not only the rescue of the Holy Sepulcher in Syria, but also the 
pushii^ back of the Turkish invasion, which was threatening Europe, and the pro- 
tection of the East Boman (Byzantine) Empire from the Turks. An important 
ro3ult of the Crusades was the quickening of commercial intercourse with the 
iiyzantins Empire and with Orieatal countries. 

Rise of tbe Communes.— The impulse to commerce reacted on the prosperity and 
activity of tbe civic communities all over Europe. These had always been rivals 
and antagcniste of the feudal nobility. The same feudal nobility was also antago- 
nized by the power of the kings, whose theoretic control of their kir^oms was 
frequently nullified by the superior mUitarj- and territorial power of their own 
barons. This aad been especially the case in Prance, and it is first in Prance that 
we clearly see the alliance, between the civic communities and the royal power. 
The "communes" contributed money to support the power and the military force 
of the kings. These in thdr turn aaststed the communes by charters and by pro- 
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itcting them from the encroachments of the feudal nobles. The feudal syatem had 
created a number of small States within the State. The perpetual warfare and 
contentions of these feudal States were a standing threat to the prosperity- of the 
merchant class. Hence, the alliance between tangs and merchants which so enor- 
mously developed the size and prosperity of the medieval communes. 

The Communes and the Gothic Style. — It is only by understand- 
ing the enoimous growth of the civic communities that the Gothic 
style becomes comprehensible. In the erection of cathedrals, which 
surpassed in average size those previously undertaken, any struct- 
ural device contributing to the stability of the vaultings was of 
supreme importance. 

Structural Use of the Pointed Arch.— The pressure of the pointed 
arch is carried off to the sides by the nature of its construction. 
The lines of resistance are more directly placed as regards the point 
of greatest pressure. This undoubtedly explains the rapid introduc- 
tion of pointed arch vaultings. 

Decorative Use of the Pointed Arch. — The use of the pointed 
arch in doors, windows, and ornamental tracery, is a decorative 
imitation of a structural necessity. When the style was once 
introduced, the decorative habit naturally spread to the buildings 
which continued to employ the timber roofs. But these timber 
roofs were almost unknown for large cathedrals, outside of England. 
A certain number of the English Q-othic cathedrals have timber 
ceilings, but the style of the buildings is otherwise derived from 
the vaulted cathedrals of the continent, and can only he explained 
through these. 

The Lofty Elevation of the Nave is another Gothic peculiarity 
(56, 63). This elevation has a tendency to dwarf the spectator, 
and to increase by contrast the effect of magnitude beyond the 
point which any mere expansion of area could attain. 

The Gothic Pier.* — The intention of this construction is made 
apparent in the treatment of the Gothic pier (No. Titi). This differs 
from the Romanesque pier in the character of its ribbings, which 
are produced by vertical channels or furrows. The heavy shadows 
resulting, emphasize the rising line and tend to exaggerate the 
already disproportionate height. The related ribbings of the Ro- 
manesque pier are pilaster-like additions to its exterior ma.ss (53). 

• A variety of piers used in the early Oothic period do not come under Che deecriptlon (riven. 
Varloiis modiflcBtlons of construci^ion show the development from, and the connection with, the 
Romaneenue pier. The descriptian given applies to ci&mplea of the fully-developed Q 
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The Gothic Windows.— In this difference between the Roman- 
esque and Gkithic piers may be noticed a tendency, wHch marks 
the Gothic period, to avoid -the use or appearance of unnecessary 
weight and matter. The furrowed pier affords the same amount of 
resistance with less material, and with less appearance of weight 
and mass of material. From this characteristic, another feature of 
the Gothic cathedrals becomes comprehensible, viz. : the enormous 
development of the size of the windows (57, 60). In the most 
typical Gothic cathedi-als, the entire wall surface is given up to 
windows (aside from the spaces corresponding to the exterior but- 
tresses, to be noted presently). 

The Use of Stained Glass. — This extension of the space devoted 
to windows has been attributed to the use of stained glass and the 
wish to increase the space devoted to it. It may be observed that 
the use of stained glass would have been made necessary by the 
amount of window space in question ; otherwise, the interior light 
would have been too great. But, in either point of view, the same 
disposition to avoid the use and weight of masonry as far as pos- 
sible is apparent 

The Exterior Buttress.* — If the interior of the Gothic cathedral 
be observed, it appeaK that tlie wall surfaces are mainly devoted 
to stained glass window,s, and that the vaulted ceiling exercises a 
heavy pressure which requires a suitable resistance. The vaulting 
is constructed in such a way that its pressure converges on the ribs 
or frame-work of the vault, and these carry the pressure to the 
piers. The resistance to this pressure is furnished by the exterior 
buttresses, which correspond in position to the piers within (63). 
The buttress, as its name implies, is a vertical projection of the 
wall, which gives it the necessary strength at the necessary points. 

The Flying Buttress. — The buttress rises above the lower side 
aisle of the cathedral, and is connected by the "flying buttress" 
with the upper walls of the nave. 

The Pinnacles, which surmount the buttress, increase its weight 
and power of solid resistance, and also emphasize, ornamentally, its 
use and importance. 

The Window Tracery of the Gothic style assumes an infinite 

■ "A bnttrew la ft pleoe of wall set athwart the Toain wall, uauaUy projecting conaldeTably 
at the oaBe, and diminished by Buccemlve i«ductlona o( Its mass as It approaches the top, and m> 
placed as to ooant«raot the thnut of some aroh or vault Inalde." . i-\,-\,-t \,-> 
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variety of geometrical forms and combinations. These increase in. 
variety and complexity as the style develops from the earlier and 
simpler constructions to those which are more elaborate and more 
profusely ornamented. 

The Surface Tracery. — In this gradual development of a more- 
ornamented style from the heavier and simpler construction of the 
early Gothic, the surfaces of the buttresses and of the walls are- 
gradually relieved and lightened in effect by an expansion of the 
plans of the window tracery over the solid surfaces (58). With this 
use is combined the development of sc\ilpture decoration — in the 
portals, and also on the wall surfaces, especially of the facades.* 

Significance of Gothic Sculpture and Tracery. — In this use of 
tracery and sculptured decoration on the wall surfaces, may be 
observed a tendency to idealize and spiritualize the dead matter of 
which they are composed — a tendency analogous to that which 
avoids as far as possible the appearance or use of unnecessary 
material. 

Divisions of the English Gothic. — Special works devoted to the 
English Gothic have created a series of subdivisions — "Early En- 
glish," "Decorated," and "Perpendicular," which have no distinct 
boundaries, and which are, in reality, only the English local phases, 
of the general tendency of the Gothic style to develop from simpler 
ornamental forms to those which are more elaborate. 

Fine Examples of Gothic Cathedrals are numerous in every 
European country. Many of the beat examples are in France. 
Among the most quoted, are those of Paris, Chartres, Amiens,. 
Rheims, and Rouen. In other European countries, the cathedrals of 
Canterbury in England, of Cologne in Germany, of Burgos in Spain* 
and of Milan in Italy, are especially renowned. 

The Italian Gothic offers peculiar exceptions to the above descrip- 
tion of Gothic traits, and corresponds to the Italian Romanesque in 
its eccentric position as far as classifications are concerned. Vault- 
ings were not generally introduced into Italy until toward the close 
of the Romanesque period elsewhere, and the Italians continued^ 
through the Gothic period, to adhere to the low proportions and 
solid walls of the Romanesque period, often using an elaborate sur- 
face decoration, or casing, in black and white marble (p. 116). 

• The fo^e ifitnilid) la the eitorior front of a bolLdlng. 
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The Examples of the " Italian Gothic " are of astounding variety 
and individual independence. They are only alike in rejecting the 
traits which distinguish the Northern Gothic. The following points 
of negative similarity may be observed. The windows are small ; 
the buttresses are generally wanting, or merely rudimentary remi- 
niscences of Northern influence ; the interior proportions have not 
the Gothic exaggeration of height. Even the pointed arches are 
sometimes absent. The exterior decoration above noticed, of casing 
in black and white marbles, was arranged in segment patterns or 
in horizontal stripes quite incompatible with the accented rising 
lines of the Northern Gothic. 

Important Italian Cathedrals (p. 116).— The Cathedrals of Floi- 
ence, Siena, and Orvieto, illustrate the ■ individual divergence of 
Italian Gothic cathedrals, one from the other, as well as the absence 
of Gothic traits. The Cathedral of Milan is a nearer approach to 
the Northern examples, but also shows marked divergences from 
the Northern Gothic type. / 



I (Nob. B6-6B, inoliudre.) 

Byzantine Period.— Compare 44 

with 53 for the Basilica column as 
contrasted with the Romanesque pier, 
rememberii^ that the pier does not 
immediately or entirely replace the 
column in the Bomanesque period, 
but that it does ultimately, and gen- 
erally (outside oC Italy). Compare 44 
with 55 for the general continuance 
of the Basilica column in Italy dur- 
ing the Romanesque period. 

Compare 47 with 63 Epr distino 
tion between timber roof and ceiling 
of the Basilica and the round arch 
vaulted ceiling ot the Bomanesque; 
remembering that timber ceilings con- 
tinued during the Romanesque period, 
but were rarely used for important 
cathedrals outside of Italy. 

Compare 47 and 48 for distinctluD 
between the plans and arrangement of 
a Basilica and a Baptistery. 

Brtanune CapIUI, Raveiuia, Stfa Century. Compare 45, 40, with 51, 63, for 
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contrast in exterior appearance of a Basilica 
and a Romanesque Cathedral. 

Note the textK:uts illustrating types of 
BTzantine capitals. 

Romanesque Period,— Compare 50, 53, with 
56 for distinction between Romanesque aad 
Gothic vaulting. 

Compare 50, 53, with 56 for distinction 
between Romanesque and Qothic piers. 

Compare 51, 52, with 57, 68, for contrast 
of Bomaneeque and Gothic exteriors. 
V Compare 52, 54, with 60-63, for contrast 
of ornamental details. 

M Compare 55 with 50, 53, for contrast of 
Italian and Korthem Romanesque interiors. 

^ Compare 54 with 52, for contrast of Italian 
and Northern Romanesque exteriors. 



1, RavcDDH, Sth Century. 



Ramanemqua Capital*, L-lmburg. 

Oomparo 46 and 52, for the Romanesque development of the transept. V 
Note the test-cuts illustrating types of Romanesque capitals. Such capitals as 
those from Limburg (Germany) are developments from earlier Byzantine forms. 



Typa o( RonuiDcaquc Cube Romaoeaque Pier Capita], Romanaaque Pier Capital, 

Capital, Oenirode. HacklinKeD. 
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OoDtrast the capitals for piers (Gernrode, Hacklingen, in Germany, and Vortb- 
ampton). 



Remaoeique Pier CapluU, Nonhampton. 

Gothic Period.— Note the development of the Gothic tower over the union of 
transept and nave (57) from the 
dome at corresponding points 
in 53 or 51. This dome in the 
north is always covered orig- 
inally by a pointed roof. The 
dome roots of 51, with convex 
hnes, belong to the 18th cent- 
ury. 

Compare the Gothic choir 
in 57 with the Eomanesque 
choir (51) and the Basihca 
choir (46). 

No. 63 is a highly import 
tant illuatratioa for the scheme 
or skeleton of a Gothic vaulted 
construction and the connection 
between the exterior buttress 
and "flying buttress" and the 
interior arched ceiling. Ob- 
serve, as illustrated by the side 
aisle, how the vaulting is al- 
ways protected by a timber 
root. In this view the ribs of 
the vaulted ceiling are appar- 
ent. The vaulting between the 
ribs is so arched as to bring 
the pressure upon them. These 

__ ., . ■._ . Typi«»] Ootbic Capital, EmIiucii. 

carry the pressure to the pier, "^ r , ~^ 

and this is held up by the outside buttress. Kotice here and in other Oothlo 
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69, and of the higher elevatioD 



cathedrals the origin of the system of nave and a 
of the nave, as shown in 44, 45, 46, 

For details of Qothic omameat in windows, 
gables, finials, crockets, and carved borders, I 

see Nos. 59-62. 

No. 84 illustrates the frequent mixtures of 
styles which are formed in buildings of the 
transition periods, and in cases where an older 
building has been subsequently restored and 
reconstructed. The illustrations have been other- 
wise confined to central types la order to avoid 
confusion as to the principles and sequence of 
construction. In actual fact the instances of 
transition and mixture are quit« as frequent 
as cases corresponding to the illustrations of- 
fered and no less beautiful. In 64 we see the 
Gottiic buttress construction connected with the 

Romanesque round arch and Romanesque ar- Typical Gsthic Capital, CoioEae. 

cades — a building of the transition period. 

No. 65 illustrates the occasional or frequent use of timber ceilings during the 
Gothic period, even for large churches; but this use as regards Cathedral churches 
was confined to England. 

The Florence Cathedral, tcs^cut, p. 116, 
illustrates the rudimentary buttress, small 
windows, and paneled ornamentation, gen- 
erally characteristic of the Italian Qothic. 
Contrast with 57. 



Typical Qsthlc Capiul, Rheimi 
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Compare types of Gothic capitals in text-cuts with Bomaaeaque and ByzantiDs 
types. All similar omameDt based on natural forms (see also 59-63) was aban- 
doned by the Besaissance, to be next considered, which returned to the use of the 
classic details, as illustrated at pp. 60-64. 



The Cathedral at F 
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PERIOD OF THE RENAISSANCE. 

A.D. 1450-19TH CEHTUET. 

f The Absence of Gothic Traits in the so-caUed Italian Gothic {p. 109) shows 
a growing national divergence in Italy from the styles and influences of Northern 
medieval civilization. Italy was about to experience a reean«ctioa of ber ancient 

past as far as the enthusiasms and studies of her people could make this poaaible. 
The feudal system of territorial baronial independence had never taken deep root 
in this country. The civic communities had absorbed these feudal territorial rights 
and powers at an early day. Italy was thus divided in the later Middle Age into 
a series of civic republics, or of States headed by important cities, in which the 
rulers, however apparently despotic, represented the interestB and advantage of 
the conunercifll class. In these States, nearly connected as they had been with the 
more ancient civilization of the Byzantine Empire (conquered by the Turks, 1453), 
modern civilization took its rise. 

loSuence of Antiquity.— During the 15th century, patriotism led the Italians to 
cultivate with enthusiasm the language and literature of their ancient past The 
remains of ancient art began likewise, and in no less degree, to attract attention. 
Excavations of buried ancient statues were not undertaken till the 16th century, 
but the ornamental forms of ancient Roman ruins were already copied by archi- 
tectural students in the middle of the 15th century. 

This Italian " Renaissance " (rebirth), also known as the time of the "Revival 
of Letters," was contemporaneous with the great maritime discoveries and first 
colonial settlements in America and India, with the invention and use of printing, 
with the general application of gunpowder to artillery and fire-arms, and the 
related rise of the modem military system. It was also contemporaneous with the 
development in Northern Europe of the modem national States, which were 
welded together by the power of the kii^ from the chaotic territorial elements 
of the feudal period. 

The Stjrle of the Renaissance in architecture (67, 68, 6, 6) is 
easily comprehended by noting the peculiarities of the Roman archi- 
tecture, which it revived and copied (pp. 65, 80, and related illus- 
trations), and by observing that the decorative forms of the Romaris 
were copied from the Greeks. As has been explained in related 
sections, the Roman ornament was Greek structure. 

Details of the Style.— The engaged classic columns (p. 75), sur^ 
fase imitations of the Greek entablature (p. 75), and the various 
forms of the decorative gable (p. 75), applied by the Romans over 
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doors, niches, etc., and derived by them from the gable of the 
Greek temple, are the still familiar traits of the Renaissance style. 
This style still continues in modern use, not as a revival, as in the 
case of the Greek temples and Gothic cathedrals, but as a direct 
continuation of the Italian style. 

19th Century Renaissance.— An account of the 19th century 
Renaissance, and of the late revivals and movements in opposition 
to it, has been given at pp. 6-13. 

The Corinthian Greek Forms arc those commonly used, although 
the Tuscan Doric (p. 76) and the debased Roman Ionic are also 
found. The prevalence of Corinthian Greek forms during the Ro- 
man Imperial period has been explained (pp. 58, 76), This accounts 
for their prevalent use in the modern Renaissance. 

Absence of Structural Characteristics. — The Italian Renaissance 
style has no distinctive structural characteristics. It is purely a 
style of ornament, not a style of construction. 

St. Peter's at Rome (No. 66) is the largest and most elaborate 
example of the style. Its date (begun in 1506) indicates the time 
at which the style had become general throughout Italy. There 
are, however, many examples of the Renaissance which have more 
vigorous and more spirited ornamental details. The building was 
not completed till the 17th century, when the ornamental style had 
already stiffened into conventional forms. The engineering talent 
displayed in the construction of the famous dome is worthy of all 
admiration. The name of Michael Angelo is connected with this 
achievement, although he did not live to see it completed. 

The Rapid Diffusion of the Renaissance Style over the rest of 
Europe, during and after the first quarter of the 16th century, is a 
notable illustration of the equally rapid spread of all other Italian 
tastes and fashions at the same time. The overthrow of the Gothic 
by the Renaissance was rapid and complete, but the change of 
architectural styles was only one phase of a sweeping revolution in 
European civilization. 

The Elizabethan period of English literature, in the later 16th 
century, the literature of France, as represented by Comeille, Racine, 
and Moli^re, in the 17th centurj', are derivatives of this same 
Italian movement. The culture of Milton, of Addison, and of 
Samuel Johnson has the same common origin. Not till the times 
of Winckehnann (p. 14) and the revival of Greek studies in the 
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later ISti century, did Europe experience a new artistic and literary 
impulse. 

Important Buildings of the Renaissance Style in Northern 
Europe. — Among these maybe mentioned the Louvre in Paris (16th 
century) ; the Palace of the Eacurial near Madrid, in Spain (16th 
century) ; the Castle Fapades at Heidelberg, in Germany (16th cent- 
ury) ; St Paul's Cathedral, London, and Temple Bar (text-cut p. 126); 
the Palace of Versailles near Paris (17th century); and the Palace 
of Frederick the Great at Potsdam, near Berlin (18th century). Aa 
the style became rapidly universal, it is apparent that individual 
mention would be almost without limita 

Tbe " EUz«betb«n " and "Qneen Anne" styles, so-called, are simplj phases of 
the English Benaissance aod Dot distinct styles. As has been explained at p. 22, 
many buildings of the time of Queen Anne, as at all other times, wera of an 
unpretentious character and not distinguished by ornament. Such buildings have 
sometimes served as models for the so-called "Qiieen Anne" of our own times, 
which is essentially an effort toward modern independence. In the hisloric Queen 
Anne buildings, the ornamental details are Eenaissance, if there are any. Such 
ornamental details, when found, are generally confined to the Renalsw.nce gable- 
shaped ornaments. (See No. 11, p. 2i.) 

The Renaissance Decadence. — An important point in the his- 
tory of the Renaissance style La the distinction between the early 
examples, whether in Italy or in northern countries, and those of 
the time of decadence. This decadence began to show itself soon 
after the first quarter of the 1 6th century, and developed in a de- 
gree corresponding generally to the order of time. Generally speak- 
ing, Renaissance buildings of the 19th century are inferior to those 
of the 18th century; the 18th century examples are generally 
inferior to those of the 17th century, and so on. The early Renais- 
sance was distinguished by remarkably vigorous and spirited orna- 
mental details, borrowed in general outlines from the Antique, but 
developed with independence and individuality. 

Traits of the Decadence.— The early decline of the style is marked 
by cold, formal, and conventional ornamentations, which are exter- 
na imitations of the Antique patterns, lacking their vigorous beauty ; 
by a tendency to arbitrary and broken lines in construction, and by 
the increa.se of projections and broken surfaces. The later Renais- 
sance decadence of our own century shows finally a diminution of 
dimensions as regards the relation of parts to the whole and an 
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overloading of details, i.e., a weakness of composition, scarcely 
found in the most " Rococco " Italian exampies.* Comparison of the 
Church of St. John Lateran at Rome (68) with countless examples 
of 19th century Renaissance, will illustrate the difference in pro- 
portions just indicated. The rapid deterioration of the early Italian 
Renaissance is connected with the elemental criticism to which the 
Roman-Greek ornamental style is open, viz.; that it has no struct- 
ural significance. Wherever 
ornamental forms grow out 
of structure or relate to it, 
decided and characteristic 
effects and bold proportions 
are a necessary result. In 
the Roman period, these were, 
however, rarely lacking, not- 
withstanding the absence of 
a necessary connection be- 
tween structural forms and 
ornament. The Arch of 
Titus, shown in the text-cut, 
may serve to mark this fact, 
as well as to illustrate once 
more the ornamental system 
which the Italians revived 
from the Roman ruins. The 
IBS 4BCB ur TiTOB. oFiginai usc of the Greek forms is shown 

by contrast at pp. 45-64, 
The Increase of Projections and Broken Surfaces which chat^ 
acterizes the Renaissance decadence is connected with this fact, 
that the Greco-Roman or Renaissance ornamental style has no 
structural character. It was only a question of individual taste how 
much projection should be given to the engaged columns, entablar 
tures, and gables, and how many repetitions of breaks in the 
entablature should be introduced. The decline of taste carried with 
it an ever-increasing excess in this direction. 

These Various Traits of the Renais.sance decadence are all re- 

• "Hococco" is an adjective applied to the 18th century KenaisBance decadence. There is 
uo distinct "Rococco" style. The worrt fimply Indicates thfl cjcoessively arhitrarj and broken 
outlinm of this period ot the Renalaaanoc clylp. .ice, for example, the Dresden '"ZwlDgBr." 
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lated to general historic causes, aud to the decline of taste in 
Italy, which immediately followed the greatest period of Italian 
painting and sculpture in the first quarter of the 16th century. 
This was owing to social revolutions in Italy, and to the overthrow 
ty foreign European nations of the independence of the Italian 
•Civic States and RepubUcs, and the establishment of foreign ascend- 
'Cncies and dynasties over most of them. This political revolution 
is, on the other hand, an indication of the perfection of the Italian 
■civilization which preceded this subjugation, as showing that foreign 
■countries wished to possess themselves of the wealth and resources 
of Italy. The general spread of Italian taste aud culture over 
Northern Europe, which was a natural result, was naturally attended 
by deterioration of its original force and quality, \/ 

Principle for Comparative Study. — As regards the difference be- 
tween late and early Renaissance ornamental patterns and details, 
illustrative comparisons may be based in personal study on the 
comparison of dates, and the general rule that designs after 1580 
are inferior to those which are earlier. 

Tbe laflueace of the ReiwiaBaace Style on Furniture aad the late effort to 
■overthrow this influence have special interest for students of decorative art. Down 
-to 1870, the furniture designs of Europe, and hence of America, had been based on 
Benaissance patterns for over three centuries, with slight brealca during the &reelc 
-and Gothic revivab. Examples to be studied in most modem houses, show deriva- 
tions from the ornamental gables, which are still familiar to all of us. The dete- 
rioration of design induced by the use of machinery for carved patterns, and by 
-the consequent decline of the art of wood-«arving, had brought these motives" 
-to the lowest depth of debasement in the years just preceding the "Eastlake" 
and " Queen Anne " revivals. 

The Rise of the " Eastloke " Style was due simply to tbe large sale of Ur. 
■Charles Eastlake's book on "Household Taste," a highly valuable and conunend- 
-able work, Mr. Eastlake had supplied some original designs in this work to show 
that economy in furnishing was compatible with good taste. The extremely sim- 
ple forms used to emphasize this point became the rage, and were copied by the 
lumiture trade in general. They were frequently misundei^tood as a freak of 
fashion, and were often caricatured, in consequence, by the supposed copies. 

The So-called "Queen Anne" Style in furniture may be considered, as in 
architecture (p. 22), simply as an effort to be structural and straightforward in 
jiesign, but this effort has disguised itself uader the name of a style because the 
public is in the habit of asking for one. 

Explanation of the Reaction toward Straig^ht Lines. — Both "Eastlake" and 
"Queen Anne" may be summarized as efforts to dee^ furniture simply, conse- 

* A " moUve " Is the tundainGiitBl or elementary scheme of a pattern, Ite baala, or typical idea. 
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quently in straight lines and in dependence on the frame-work and skeleton of the 
natural construction. They are, moreover, reactions against the wild extravagance 
of arbitrary Hnea which has characterized the ilaath agonies of the Renaissance 
style. The deterioration in workmanship and solidity which went hand in hand 
with the decline of ornamental design, is also an element explainii^ the sever© 
outlines of the now taste in furniture, because the expense of good workmanship 
was such as to preclude any great amount of decoration. 

These explanations may serve to vindicate the good sense of the original 
"Eastlake" and "Queen Anne" designs, but also to show that a more elaborate 
ornamental style is compatible with good taste, provided wood-carvers and hand- 
workers are not fettered by the competition with machinery, and by formulas of 
the fossilized Italian style. On the other hand, some of the most beautiful deco- 
rative work of the late art revival has been inspired by the ornament of the 
early Renaissance. 

ITOTBB ON THE IIX1T8TRATION8. (66-00, inoluBive.) 

Compare 66-69, inclusive, with 5 and 6 of the same style. All of these relate 
to 33-43, inclusive, for method of using the ornament, and to 22-32, inclusive, tor 
the forms oC the ornament. The architectural details at pp. 60-64 are espe- 
cially in point, if it be understood that the distinctive Roman and Italian use is 
to divorce them from the original structural relation and significance. The fa5ade 
of St. John Iiateran dates from the 18th century, although it is characteristic, as 
regards composition, for the virtues of an earlier time. Temple Bar was taken 
down some years aiace as an impediment to traffic. It dates from the 17th cent- 
ury. The window of the Pitti Palace has been chosen as type of the Renaissance 
gable, derived through Roman copy from the Greek temple form 27, 28, Temple 
Bar shows the alternating curved variant. Compare p. 75 and p. 9. 
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ElementAry Instruction in the Criticism of Scnlpture is at present almost ln> 
separable from a historic review of the subject. Individual genius, armed by hard- 

Bcudy in original design, may be superior to any such instruction, but the related 
tiistoric knowledge is a valuable tiij:^ for the most gifted talent. In cases where 
Uie interested person is not an educated artist in design, the standards obtained 
from a historic review of the subject are absolutely essential. They will, at least, 
promote modesty in the formation, and reticence in the expression, of opinions. 
B<«pect for the superior technical knowledge in which the least successful profes- 
sicnal artist must always excel the most cultivated amateur, b the first step 
toward independence of opinion in matters of subject and conception. In these 
matters the professional artist should be the minister and agent of a cultivated 
public taste, which has no necessary relation with a purely technical knowledge 
of design. 

Hodem Scnlptnre as Influenced by the Antique. — An additional reason which 
makes some historic knowledge essential to the criticism of modem sculpture, is 
foiind in the fact that this sculpture has been largely inspired by the Antique 
art, and has been in many ways dependent on it. In fact, the modem school of 
t&tite in literature and art owes its origin to the same studies of Greek art and 
litwrature which have been already mentioned in connection with the revival 
of the Greek forms of architectuie (pp. 6-18). It has been explained that this 
reidval was not infallible in its conceptions of what was appropriate in modem 
anihitecture (p. 17), and it is also true that the influence of the Antique in 
sculpture has by no means been an unmixed good. This only makes the review 
of its influence the more necessary. Thus a sketch of the rise of modem interest 
in Antique Greek art ia a natural introduction to the subject. 

Casts from the Antique are generally found in Art Institutions. Collections 
of such casts are already widely distributed in this country. For this reason, also, 
some acquaintance with the history of sculpture is a matter of necessary populai- 
ed'dcation. 

Antique Collections Enumerated. — There are, at present, seven especially im- 
portant centers in Westem Europe for the study of Antique originals— London, 
Paris, Munich, Berlin, Florence, Naples, and Rome. 

Before the Middle of the i8th Centnry, Rome was, strictly speaking, the only 
center for Antique studies. The collections of the British Museum in London, of 
the Louvre Museum in Paris, and of the Glyptothek (glyp'ts take) in Munich, were- 
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first formed id the late 18tb and early 19tb centuries. Uoat of the important 
Antique originals owned by the Berlin Museum are of very recent acquisition. Tbe 
leading statues of the Florence collection in the palace of the Ufflzi (jiR) feet' see) 
were transported from the Modici (mEd' e chee) Villa at Bome toward the close of 
the 18th century. (Hence the name of the Medici Venua in Florence.) The 
Museum of Naples owes its important statues to two sources. Some pieces, like 
the Farnese (far neca' or farnS'sa) Hercules, Pamese Bull Group, Famese Flora, 
etc., were transported to Naples from the Famese Palace at Eome toward the 
close of the 18bh century. Tbe remainder came from excavations at Pompeii 
(pomps'ee) and Herculaneum. These excavations had begun a little before the 
middle of the 18th century, but no results had been made public at that time, 
and the statues found had not been exhibited. 

Roman Collections before 1750. — Thus it appears that Rome was in reality the 
only point at this time where studies of the Antique art were possible. Collec- 
tions of casts were still unknown, and individual casts were a rarity in Northern 
Europe.* Excavations, and even journeys of scientific observation, had not yet 
been undertaken in Greek territories {p. 14). 

Roman Collections Enumerated.— The collections of statues in Bome were not 
then conceived of from the stand-point of Museums. Three of the five present 
great collections in Bome are Villa collections — those of the Alhani (albnh'nS), 
Borghese (bor ghaj'sB), and Ludovisi {loo do vee'sE) Villas. The collections now 
arranged in apartments of these villas, were then scattered through their grounds. 
The collection o£ the Capitol Museum, then recently founded, had been the original 
collection of the Albani Villa. After its sale, the present Albani Villa collection 
was begun. Finally, the Vatican Museum had for its starting-point the collection 
known as the Belvedere, from the Belvedere Garden of the Vatican Palace, where 
these statues were exposed down to the beginning of the 18th century. After this 
time they were protected by sheds, but not till after 1750 were they removed to a 
gallery in the Vatican Palace. 

Errors of Italian Students. — By understanding that at this time Antique statues 
were almost exclusively known as scattered through the gardens of Roman palaces 
and villas, it will be apparent from what stand-point they were viewed and studied. 
Italian patriotic pride in the ancient glories of the Roman Empire led to tbe 
natural presumption that objects found on the soil of Rome wet« of Roman crea- 
tion as r^ards subject and origin. That these objects were generally ancient 
copies or importations of works of Greek art, was absolutely unknown (p. 13). 
The interpretations and designations were a series of errors based on the erroneous 
hypothesis of a Roman origin, and were derived from Latin literature and Boman 
history. 

Artistic Appreciation.— As regards the artistic appreciation of the Antique 
sculpture, that had still, on the whole, to be developed. The general prejudice and 
presumption were that the sculpture of the 18th century was superior to the An- 
tique. Certain ancient statues had, from the time of Michael Angelo (16th cent- 
urj'), been much admired, but the general superiority of modem art to the 
ancient was supposed to be axiomatic. The ancient statues were valued and 
studied rather as local relics than as works of art. It was at this time (1756), 
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that a poor Clennau student came to Rome, who was destined to revolutionize tha 
ruling conceptions of ancient history, and the ruling taste in literature, and to 
create the criticisin and history of art. 

John Winckelmanu was born at Stendal, in Brandenbuig (Prussia), in 1717, at a 
time when Oermany was in a most backward condition of culture as compared 
with France, England, Spain, or Italy, of the same date. The German culture of 
this period was borrowed from the French, but North Qermany in general, and 
the province where Winckelmann was 1x>m in particular, were especially rude and 
uncultivated. Winckelmann's origin was humble, and his early career was har- 
assed by eitreme poverty. He studied, as a young man, successively, theology, 
medicine, and mathematics. He made his living first as a tutor, then as teacher 
of a village school ; finally as private Ubrorian and secretary to a gentleman of 
rank. He had reached the age of thirty-eight without having even seen the few 
ancient statues then in Dresden, near which place he was then residing. He was 
equally devoid of acquaintance with works of paintings, but he had always been 
an enthusiastic student of Greek literature. As explained at pp. 13, 14, Greek 
studies had been for some centuries much neglected, and Winckebnann had been 
unable to secure a footing through his proficiency in this direction. 

Winckelmann in Dresden.— Contact with an artist named Oeser, who valued his 
genius and erudition, taught Winckelmann to appreciate the virtues of Raphael. 
The Sistine Madonna by Baphael had just then been purchased for the Dresden 
Gallery. The same painter taught Winckelmann the artistic worth of the ancient 
statues above mentioned. These statues had come from Herculaneum by way of 
Vienna, and formed a rare exception to the general absence of Antique statues 
in Northern Europe, in the 18th century. The ruling taste of the time was 
for theatrical and extravagant art. The virtues of repose and simplicity which 
distinguish Baphael amoi^ artists, and which characterized the Antique in con- 
trast with the emotional sculpture of the 18th century, appealed to Winckelmann's 
native good taste as soon as they were pointed out to him. Thus was prompted a 
pamphlet "On the Imitation of the Ancient Greeks," which found approbation 
with the King of Saxony, and procured Winckelmann a pension which enabled him 
to go to Rome. 

Winckelmana in Rome. — Winckelmann lived thirteen years in Rome, till his 
death in 1768. He published in 1763 the famous "History of Art," which is stDl 
the basis of modem art studies and art criticism. OriginaUy deficient In all 
detail knowledge of the subject which be made his own, his Greek erudition, and 
the tenacity with which he exalted the ideal of "Repose" as the true standard of 
taste, gave him success. The latter principle appealed to the good-breeding of 
society, which saw that the theatrical and sentimental behavior shunned by 
well-bred individuals was equally out of taste in sculpture. His Greek erudition 
enabled him to overthrow, one by one. the interpretations and designations 
which had been suggested by the false theory of the Roman origin of Antique 
art. 

Distinctioa between the Roman Portraits and Greek Antiques. — One class of 
works was proven hy Winckelmann's indication of the Greek subjects to be dis- 
tinctively Roman — viz., the Roman portrait-busts and statues. Thus, for the first 
time the ideality of the Antique Greek art was established by the elimination of 
the Roman portraits. Its sentiment for beauty was now atao, for the first time, 
apparent. I'or as long as the realistic works of Roman portraiture were con- 
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sidered as an integral part of Antique art as a whole, this sentiment could not 
be distinguished. 

The Periods of Greek Art. — Finally the standards of simplicity and repose were' 
demonstrated for the Greeks by a curious revelation of historic insight. The 
statues which had, since Michael Angelo's time, been most admired were proven. 
to be works of the Greek decadence. Individual pieces of ancient sculpture had 
been admired before the time of Winckelmaon, but always those which tended 
toward the pathetic, theatrica!, or realistic tendencies of the 18th century. Winck- 
elmann was thus the first, not only to indicate the existence of an independent 
Greek art, but also to demonstrate the divisions of periods and styles within its 
general limits. These periods are still divided according to the outlines which he 
indicated. 

The First Direct Result of Winckelmann's Career was the reversal of the taste 
which had so far pronounced the Latin literature to be superior to the Greek. It 
was impossible to assert tlie superiority of a copy as against an original. The 
Eoman sculpture had been proven (aside from ita portraits) to be copy from the 
Greek, and this involved the whole Boman literature and Roman civilization in 
the same argument. Hence that sudden expansion of interest in Greek literature, 
Greek history, and Greek territories' which still continues (p. 17). A temporary 
influence on the styles of modem architecture has been already indicated (p. 6, 
and Xos. 3, 4). 

Id Modern Sculpture the names of the Italian Canova, and of the Dane Thor- 
waldsen (resident in Rome) are the external landmarks of what may be called the 
"Winckelmann revival. Winckehnann himself did not exercise a direct personal 
influence on modem sculpture. The tendency to affect an imitation of the Greek 
art was rather a result of the Greek literary and historic studies which were- 
prompted by his discoveries. 

Influence of the Greek Revival.— From the time of the artL^its named (late 18tb 
and early 19th centuries], modern sculpture has been, tOl recently, almost exclu- 
sively controlled by an external imitation of the Antique, either in form or subject. 
At present, corresponding to the art revival in other directions, already mentioned 
in architecture and decoration, a parallel and praiseworthy tendency te modem free- 
dom and modem independence is apparent in sculpture. But while the imitation 
of Greek forms and subjects must be ephemeral, the standards of taste drawn 
from Greek sculpture must always remain authoritative. Hence the great impor- 
tance of this subject for students. It is not as works of sculpture alone, but as 
standards of taste, that the Greek statues are valuable. Casts of these statues are- 
universally employed by schools of design aa models of exercise for technical 
instruction. This fact alone would make some knowledge of the history of 
ancient art a matter of necessary and useful information. 

The Greek Sculpture Developed from the Oriental.— This, then, must be first. 
briefly considered both as a matter of history, for the understanding of Greek art^ 
and for its own independent interest. 
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ANCIENT ORIENTAL NATIONS. 

CHALDEAH AVD ABB TRTAW SCirLTTiniE. 

V Chaldean Sculpture. — As a matter of archBeologic interest, cer- 
tain recent discoveries of ancient Chaldean statues have great value. 
They demonstrate a fact which has also recently been made known 
AS to Egyptian art, viz. : that the oldest known works are the best ; 
possessing qualities of verisimilitude and faithful science which 
have not been previously credited to the ancient Oriental art. The 
later, more schematic and conventional, works of the ancient Orien- 
tals were those first known to modern discoverers. The statues in 
question are of high antiquity (about 3800 B.C.). Nos. 70 and 71 
are specimens of this sculpture. The few Assyrian statues known, 
of much later time, but derived from the early Chaldean, have 
no great importance or interest. 

The Assyrian Sculpture, as known to us, was almost entirely in 
relief, on the stone slabs with which the walls of the Royal palaces 
(p. 37) were decorated (No. 21). The scenes from the lives and 
wars of the kings are frequently designed with great vigor and 
fidelity to nature. As befitting a style of architectural surface 
design, perspective was ignored. The Oriental tast-e regarded art 
rather as a means to symbolize ideas or facts than as a literal imi- 
tation of nature. It was pictorial writing rather than pictorial art. 
Large numbers of the slabs in question arc in the British Museum. 
The best designs belong to the 7th century B.c. The later Babylonian 
and Persian periods of sculpture were continuations of the Assyrian 
as regards historic derivation (74, 75). 

EGYPTIAH SCtnPTUfiE. 

The Earliest Known Egyptian Statues have been found in hid- 
den well-like recesses connected with tombs (76, 78, and p. 37). 
They are portraits of the deceased persons buried in these tomUs, 
or of attendants, the latter represented occasionally in various 
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menial occupationa These figures belong to a stage of the Egyp- 
tian belief in immortality which conceived of a spiritual "double," 
which was dependent on the preservation of the mummy, or on an 
effigy in default of this preservation, for well-being in its spiritual 
existence. The statues of attendants represent the assistants whom 
this "double" existence was supposed to need, according to the 
station held in life. This early class of statues has been known for 
a comparatively short time only. The first examples were shown 
in Europe, at Paris, in 1867, and most of them are at present in 
the Boulak Museum, near Cairo. 

Characteristics of Early Egyptian Sculpture. — These statues ex- 
hibit frequently a supple and highly realistic art absolutely foreign 
to the generally preconceived opinions of Egyptian sculpture. Com- 
pare "The Scribe" (p. 136) with 79, as typical for later periods of 
Egyptian art. Although the chronology of the remoter periods of 
Egyptian history is not definitely settled, the date of the latest of 
this particular class is at least earlier than 2300 B.c. 

The Later Egyptian Sculpture after 1800 B.c. (example at 79) is 
far from lacking science and the sentiment of realism, but its atti- 
tudes are conventional and the outward formalism is such that the 
distinctions between superior and inferior work require exact atten- 
tion and some sympathy with Egyptian types of art. This sympathy 
depends again on comprehension of the character of the people and 
of their history, but this comprehension is easily acquired from the 
works of art themselves, if they be viewed as expressions of char- 
acter. The attitude which regards all expressions of art of novel 
aspect simply as targets for criticism and ridicule, is as fatal to 
independence in modem art as it is to comprehension of any other. 

The Formal Attitudes of this later and more generally known 
Egyptian sculpture mainly exhibit the figure standing erect with 
pendant arms and the left leg advanced, or seated, with body faced 
exactly to the front and stiffly posed, the arms and hands resting 
on the knees. The portrait statues of the kings are the most 
numeroiis, and the statues are otherwise portraits, or representa- 
tions of divinities. The illustration, 79, offers a better idea of the 
peculiarities of the Egyptian style than description conveys. Once 
observed, the general resemblances are unmistakable and in sin- 
gular contrast with the freedom and realism of the earlier statues 
mentioned. 
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Explanation of the Conventioaal Egyptian Style. — It is clear 
that the representations of kings and divinities were the all- 
important ones, and that a style was gradually created for these 
which reacted on all other statues. The effort was to present the 
king or divinity in a solemn and imposing manner, unaffected 
by the transient emotions and momentary gestures and attitudes 
of daily life. The ideal of unapproachability, of authority, of dig- 
nity, was conveyed by the fixed attitude and the magisterial pose, 
The relation between the style of temple architecture (pp. 29-42) 
and the style of sculpture is unmistakabla The same conditions 
created both. 

Influence of the Priests. — Much stress has been laid on the pre- 
scriptions and formulas of the priests as confining Egyptian sculpture 
to certain fixed proportions, methois, and attitudes. This influence 
of the priests is doubtless to be admitted, but it is also clear that 
the tendencies of national character and national history created 
the priestly caste and determined its general administration. The 
conservative nature of the Egyptians, their tenacious regard for the 
external conditions of solidity and durability, both of aspect and of 
the material itself, their reverence for tradition, and their indiffer- 
ence to casual and accidental aspects of nature, are all apparent in 
their later sculpture. They chose to represent the general rather 
than the particular, and their art is clearly monumental in its 
mission. Its greatest interest is the light which it throws on the 
Egyptians themselves. 

The Period of Ramses II., about 1350 b.c., was the most proUfic 
in monumental art, and at this time the enormous amount of pro- 
duction is thought to have promoted a superficial and conventional 
execution, wanting that mastery of details (within the limits of the 
conventional style) which characterizes earlier statues. 

The Decline in historic force and vitality which appears in Egypt 
after 1200 b.c., undoubtedly is reflected in the character of the 
later sculpture as regards its minor details; but the general resem- 
blances and general character of Egyptian art remained absolutely 
unchanged throughout the Persian, Greek, and Roman conquests 
(pp. 37, 57, 66). In the Roman Imperial period the style of its 
Egyptian province penetrated even to the capital of the Empire, 
and distinguishes some of the latest efforts of the Greco-Roman 
sculpture. 
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(70-78, inoluoiTe.) 



The specimena of early Chaldean art at 70. 71 are from eicavationa at Tello, 

•carried on by M. De Sarzec, the French Consul at Bagdad, between and since the 
years 1877-1881. Noa. 72, 73, are Assyrian re- 
liefs, and Nets. 74, 75, represent the later Persian 
continuation oC the Assyrian art. 

At 76 is shown the celebrated wooden statue 
of Ha-em-ka, "Governor of Provinces" — time of 
the Fifth Dynasty. The period of King Shafra 
(78) was probably about 4000 b.c. (Fourlh Dy- 
nasty). His pyramid is shown at 20, Both 
statues were found by the French Egyptologist 
Mariette. The period of Bamses II. (79) was 
about 1350 B.C. King Menephthah (77) was his 
son. The same Egyptian style continued till the 
4th century a.d. The statues at Ipsannboul are 
ThB Scribe, Louve. seventy-five feet high, and flank the entrance to 

a rock-cut temple one hundred and fifty feet in 

■depth and thirty-five feet high. Statues of even larger size were also cut out in 

the solid block, and transport^ hundreds of miles. 

An illustration of Egyptian sculpture in relief is shown at 169. King Set! I., 

■wliose portrait in relief is there shown, was father of Bamses U., and lived about 

1400 B.C. {Nineteenth Dynasty). 
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GREECE. 

EASLT OBEEK SCTTLPTnilE. 

Early Period. — There are no dat«cl examples of Greek sculpture 
earlier than the 6th century b.c., and its finest examples are of the 
following century. Apparently the Greeks did not generally practice 
sculpture in stone before the 7th century b.c. The famous "Lion- 
gate" of Mycense is the only existing work which is definitely 
ascribed to an earlier time, and this belongs to the prehistoric 
period before 1100 B.c,, and is apparently of foreign {Lycian or 
Carian) workmanship. 

Oriental Influence through Asia Minor. — The eastern and south- 
eastern provinces of Asia Minor (Phrygia, Lydia, Lycia, Caria, etc.) 
were among the connecting links between Oriental art and history 
and that of the Greeks. Greek colonies lined the shores of Asia 
Minor, and the adjoining Lydiaii Empire was an A8s>Tian depend- 
ency as regards its civihzation. This Empire, in its greatest devel- 
opment (6th and 7th centuries B.C.), comprehended all the provinces 
just named. 

Oriental Influence through Cyprus. — More important, because 
more direct, points of contact with the Oriental civilizations — Chal- 
deo-Assyrian and Egyptian — were the Phoenician colonies estab- 
lished on the Greek Islands and areund the shore of Greece, in 
the times before Greek civilization became powerful, but these had 
been mainly expelled before the date of the development of Greek 
sculpture. The Island of Cyprus, colonized in various distinct 
quarters both by Greeks and Phoenicians, was a place where they 
continued in direct contact during and after this time, and thus 
was a most important spot for the development of Greek art. 
A glance at the map of the Eastern Mediterranean will show how 
the Phoenicians of the SjTian coast naturally amalgamated in 
their own civilization influences from Egypt on the one hand, and 
from the Tigris-Euphrates Valley on the other. These influences 
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operated on the Greeks in Cyprus in a most decided manner 

(80, 81, 82). 

Direct Influence from Egypt. — The most important point of con- 
tact between the civilizations of the ancient East and the rising 
culture of the Greeks was in the delta of the Nile, during and after 
the 8th century b,c. In the decline of the Egyptian Empire at this 
time, the earlier policy of exclusion was abaudoned. Greek merce- 
naries became the military force of the Egyptian kings. Greek 
colonies were consequently established in the Nile Delta. The inter- 
course between these Greeks in Egypt and the mother country was 
constant and intimate during the 8lh, 7th, and 6th centuries b.c. 
Recent excavations at Naukratis, in the Nile Delta, have substan- 
tiated the natural hypothesis of an Egyptian influence on Greek 
art, spreading from this point. 

Cypriote Greek Art. — Among the statues from Cyprus in the 
Metropolitan Art Museum of New York, are a number illustrating 
the various stages of transition between Oriental art and the fully 
developed Greek. It is quite probable (almost positively certain), 
that even the absolutely Oriental types in this series are Greek 
works under Oriental influence, and imitating their external appear- 
ance (80-82). No. 80 shows Egyptian influence; Nos. 81, S2 show 
Assyrian influence. Compare 73. 

The Style of Greek Sculpture about 500 B.C. — that is, about ten 
years before the birth of Phidias — is still archaic, and shows palpable 
reminiscences of Egj'ptian influence — in the stifl:' pose, and in a fre- 
quent adherence to the Egyptian attitude in erect statues, which 
places the left leg in advance, etc. In the figures of this period there 
are also reminiscences and influences of the Greek statues, which 
preceded the period of the stone figures, and which continued to be 
reverenced even during the time of fully developed art — ^viz., the 
wooden puppets and wooden figures which were dressed in garments, 
and which served as the earliest temple statues. The garments of 
these figures were plaited in a set, quaint fashion, which is imitated 
in the zigzag drapery lines of the early works in stone. 

The Subjects of Early Greek Sculpture.— As to the subjects 
and use of the Greek statues about 500 b.c., it may be said that the 
most important were those made for temples and shrines. The 
mythology underlying these statuary subjects is a most important 
element in the perception of their relation to Greek life and art 
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Probably tbe study of niythologic art may be made more success- 
fully at first, in connection with examples of the perfected art, and 
thus we may, for tbe moment, overlook this aspect of the subject. 

Nos. 83« and b illustrate the rude Greek art of the 6th century 
B.C., from the metopes of a temple at Selinus, in Sicily; No. 85 is 
an illustration of the style about 500 B.c. — all interesting as con- 
trasts with the developed art which followed. 

The Gymnastic Culture of the Greeks, and the connection of this 
culture with their military system, had already produced a statuary 
type of athletes. The distinction between the early Apollo tj-pe 
and the early type of athletes is not clear, and it is probable that 
the same type served occasionally for either subject (84). 

GREEK ARCHITECinRAL SCULPTURE. 

Reliefs from Selinus. — The temple architecture had begun to em- 
ploy sculptured decoration at this time. The metopes from the temple 
at Selinus, in Sicily, above referred to (now at Palermo), probably 
date from the earlier part of the 6th century B.C.* They are the 
only remaining temple architectural sculptures of the 6 th century. 

Reliefs from Assos. — The style of sculptured temple decoration 
soon after 500 B.C., is indicated by the frieze and metopes from the 
Temple of Assos, in Asia Minor, which are partly in the Louvre, 
partly in the Boston Museum of Fine Arts. These again are a 
unique monument of the early 5th centurj- style. As provincial 
work, remote from the active progressive movement of Greek art at 
this time, these sculptures may, however, individually date as late 
as those next mentioned. 

The ^gina Marbles. — The style of Greek Temple architectural 
sculpture about 470 b.c., is indicated by the noted gable sculptures, 
in Munich, from a Temple of Minerva, on the Island of ^gina 
(s fli' nah), west of Attica, representing combats of Greeks and 
Trojans. Certain figures of this series from the angle of one of 
these gables are sbown at No. 87. The warriors' figures exhibit a 
fully developed mastery of technical knowledge and execution in 
sculpture, and it must be observed that they are only a quarter of 
a century later than the type represented by the illustration for 
500 B.C. (85). Althougb the faces have still an archaic character, 
any greater detail or refinement of facial expression would have 

* For the locatloD at the mstopea bx » Qreek temilo, aoe p. 61. 
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been lost at the elevation where the figures were placed, and at 
the distance from which they were necessarily viewed. 

Sculpture of the Jupiter Temple at Olympia. — The next step in 
the development of architectural sculpture decoration, as far as 
existing remains are concerned, is found in the gable and metope 
sculptures from the Jupiter Temple at Olympia. With exception of 
one or two metopes in the Louvre, these have been excavated since 
1875, and are still at the site of discovery. Their date is about 
twenty years later than the jEgina figures, /.e., about 450 B.C. The 
tinge of archaic influence coloring the style of the ^gina sculpture 
has disappeared in these works. 

Elgin Marbles. — A final landmark in the development of Greek 
sculpture is the work of the Parthenon frieze and Parthenon gables 
(p. 51). The metope sculptures of the Parthenon have an analogous 
but not quite equal importance. The general date may be fixed in 
round numbers as 440 b.c. The Parthenon was finished in 438. 
The well-known masterpieces of this series, now in the British Mu- 
seum of London, are named from the English Minister to Turkey, 
who procured their removal, from Athens, at the beginning of the 
19th century— the "Elgin Marbles" (illustrations at 88-90). The 
scientific and technical perfection of these works is characterized 
by a simple dignity and unaffected grace, peculiar to all original 
statues of the great Greek periods. 

Subjects Represented. — The subject of the group to which the 
figure 90 belonged, was the birth of Minerva from the brain of 
Jupiter, The figures preserved represent divinities and heroes of 
the Greek mythical series. The designations are uncertain, but the 
usually quoted names are sufficient for specification. The absence 
of expression in the face of the "Theseus" befits the distance from 
which the gable was necessarily viewed. The sharp cutting of dra- 
pery folds in other figures, and the generally bold and vigorous 
methods of execution, are all related to the effects of distance and 
of elevation. 

The Parthenon Frieze. — The location of the frieze was at the 
top of the o jt te f io r temple wall under the portico ceiling. Its sub- 
ject, as generally interpreted, is the Panathenaic Procession, which 
every fifth year celebrated the gift of a new mantle to the ancien. 
wooden Minerva statue of the Erechtheium (p. 52). The treat- 
ment of the frieze is decorative, without details, and in svmp,ithy 
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with the architectural purpose, lu its design, vigor and vitality of 
feeling are combined with simplicity. Illustration 88 shows a small 
portion of this frieze. 

Parthenon Metopes.— The subjects of the Parthenon metopes are 
mainly combats of Greeks with Centaurs. These again must be 
studied with reference to their architectural location and effect (89). 

Balustrade Reliefs of the Temple of " Wingless Victory." — In 
the order of time, as regards the most important existing remains, 
the balustrade reliefs of the so-called Wingless Victory Temple 
(p. 57 and No. 27) come next, dating about 400 b.c. The temple 
is built on a projecting spur of the Acropolis, and the balustrade 
was a solid wall of marble slabs decorated with reliefs. The best 
preserved figures are two "Victories," one loosening her sandal (92), 
now kept inside the little temple. The comparison of this cele- 
brated figure with 89 and 90 shows a difference of style analogous 
to the distinction between the Doric and Ionic orders, which reflects 
the same changes in taste and history (p. 52). 

Reliefs from Halicarnassus. — The same distinction appears, by 
contrast with the Parthenon frieze, in the more rapid movement of 
the frieze reliefs (combats of Greeks with Amazons) from the tomb 
monument of the Carian ruler, Mausolus — the " Mausoleum," located 
in South-western Asia Minor, and dating from the 4th century b.c. 
These are in the British Museum.* 

Reliefs from the Lysicrates Monument. — The related contrast 
between the tastes of the Doric and Ionic periods, appears once 
more in the frieze reliefs of the Choragic Monument of Lysicrates 
(p. 58 and No. SI), still in position. The subject is the transforma- 
tion into dolphins of pirates assailing the train of Bacchus. 

Reliefs from Pergamus. — A more violent and extravagant art 
appears in the immense frieze relief from which the best fragments 
are now in Berlin, and which decorated the great altar of Zeus 
(Jupiter) at Pergamus, in Asia Minor. The subject of the largest 
frieze is the combat of the gods and giants. The change of style 
again indicates a succession in time, otherwise attested (2d century 
B.C.), and is related to the general development and subsequent 
decadence of the Greek sculpture, presently to be sketched. No. 9S 
is a fragment of this frieze. (Restoration of the altar at 94.) 

p and easily obtainable illa» 
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The ForeEoing Liat presenta, in sequence of time, most o( the fairlj well pre- 
served and important works of Greek architectural sculptured decoration 'which 
have been so far made known to studonta. The aubjecta constantly re-appearing 
in Greek art of the combats of the gods and giants, combats of Greeks and Ama- 
zons, combats of Greeks and Centaury, etc., all relate to that contest between 
brutal elemental forces and cirilizatioD, which was so prominent an aspect of 
life to the delicate cultivation of the Greeks. 

Dates of Excavation or Discovery. — Without exception, the works mentioned 
have only come under the close attention of students since the opening of the 
present century, and they have added many new conceptions to the views of 
Greek art propounded by Winckelmann, but they have been especially of value in 
verifying the position taken by him as to the diatinction between original Greek 
works and those copies of the Boman Imperial period which had been almost the 
only Greek statues previously known. In this sense, Winckelmann waa the 
prophet of these later discoveries of the original Greek sculptures, which were 
unknown to him. On the other hand, the colder and more mechanical work of 
the Boman Imperial period had influenced the types of imitative modem art 
before the superior vitaUty and vigor of the original Greek art had been appre- 
ciated, and this influence was not easily supplanted. If the history of art bad no 
other value for modem sculpture, it would be something to show that the modern 
Antique art, dating from Canova and Thorwaldsen, had drawn its Antique aspects 
rather from the colder and more formal art of the Roman copying period than 
from Greek originals. 

BOHAH COPIES ABS OBXEK OBIOXHAia 

Distinction between Ancient Originals and Ancient Copies. — The 
attentive study of the Greek architectural sculpture, and of the 
qualities of original Greek execution, has led to the identification 
of various original Greek statues scattered through European muse- 
ums, which had been imported into Italy from Greek countries 
during or just before the time of the Eoman Empire. Others have 
been discovered, of late years, on Greek soiL Two of these, the 
"Victory" by Pffionius (95) and the Mercury by Praxiteles (96), are 
especially famous. See also the Milo Venus (106). Again, the num- 
ber of these original Greek statues is considerable, though (as far as 
remains are concerned) not considerable in relation to the immense 
number of copies made in the Roman Imperial time. It is thus 
highly important to understand the distinction between certain 
famous statues which are admired for the motive,* pose, conception, 
and because they are known to be copies of famous lost originals — 
and others which are admired not only for such traits, but, also, 
for the qualities of original Greek execution. The Apollo Belv&- 

' £<., the action or aspect of the subject chosen. 
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dere (118) and the so-called Marble Faun (113) may be mentioned 
as types of the first class ; the Theseus, Milo Venus, " Victory " by 
Pseonius, and Mercury by Praxiteles are types of the second. 

Another Distinction to be made is that between original Greek 
statues by unknown artists, aud those to which the name of a 
famous Greek artist can be definitely fixed. The Mercury and 
"Victory" are, so far, the only works known of the latter class, 
dating from the originating periods of Greek art, aside from some 
architectural sculptures. The " Elgin Marbles " are works of the 
school of Phidias, not actually creations of his chisel. 

Typical Subjects. — In architectural sculptures the subjects were 
restricted to the Greek myths, and in all statues that character of 
Greek art must be especially noted which led it to be content with 
the constant repetition of a certain series of types. These represent 
the well-known mj'thological personifications of Greek belief, and 
only in exceptional cases did Greek art go outside of or beyond 
them. Statues of athletes are the only important additional class.^. 
In this sense, the Greek sculpture appears as the expression either 
of the gymnastic life or of the religious beliefs of the people, and 
is especially interesting for this relation to them. Belief in the - 
gods as spiritual beings, generally ceased, or seriously declined, in 
the 4th century b.c.. but the statues of them continued to be made 
as ideal pe bonifications of the qualities, virtues, and activities which 
they had previously symbolized. 

Enumeration of Certain Types. — Thus, statues of Vulcan as the 
artificer, of Venus (106 and 120) and Cupid (108) as personifications 
of the passion of love, of Bacchus (109) as harvest divinity, of the 
Fauns (107, IIS) as types of a natural animal existence in the 
woods and fields, were equally significant for Greek feeling, whether 
the actual belief in the divinity had, or had not, disappeared. From 
this point of view, an enumeration of some other Greek types is of 
value. The Hercules ideal (117) represented physical energy de- 
voted to the cause of civilization. The Amazon statues (102) were 
personifications of heroism and martial valor. The Jupiters (100) 
and Junos (101) personified the power of the will. The Apollos 
(111, 112, 118) were types of musical and gymnastic cultivation. 
The Mercuries (96) also personified gymnastic cultivation. The 
Dianas (119) were types of female chastity. The Minervas (98, 99) 
symbolized inteller;tual enlightenment, etc. 
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Repetitions of Typical Subjects. — Each one of these typea was 
reproduced in hundreds and thousands of examples. The individual 
statues varied, one from the other, in attitude or in motive (com- 
pare 98 with 99, 107 with 113, 106 with 120), yet each concep- 
tion was stamped "by certain simple attributes and peculiarities. 
Thus, the Venus is the only female type which is represented un- 
draped, a curious contrast to the multitude of nude female statues 
in modem art. The Amazon is indicated by the attire and the 
weapons, etc. A very slight familiarity with the statues is sufficient 
to the distinction cf the various types. 

Repetitions of Individual Statues. — Aside from the variations 
within a given type, we must also note the cases in which a given 
famous original was reproduced individually in hundreds of subse- 
quent repetitions. The so-called Marble Faun (113) of the Capitol 
Museum in Rome is a statue in point. In the middle of the 18th 
century there were already thirty-two statues in Eome of the same 
attitude, all copies of a lost original, probably by Praxiteles. As 
these statues were found by chance, and as the destruction of 
Antiques has been incomparably greater than the preservation, this 
argues a much larger number of copies of this one original as 
having existed in ancient Rome alone, to say nothing of other 
cities. In the same way, there are a number of repetitions of the 
"ApoUo with tho Lizard" (112) in various museums. The Belvedere 
Apollo is known in three, repetitions — a head in Basle, which once 
belonged to an entire statue, and a bronze in St. Petersburg, beside 
the statue in Rome (118), 

Exceptions to the Typical Character of Greek Sculpture, and to 
its tendency to free repetition of the same mythological subjects, 
are mainly of the period of decadence, after the overthrow of the 
. independent Greek States (p. 57). Of this class are statues like the 
soH3alled Dying Gladiator in Rome (122), These exceptional cases 
as to subject are generally characterized by remarkable science of 
execution, but of a more minute and pretentious character than 
that usual in earlier Greek art. 

DHlcamtiDM of the Qrcek Divinities.— When the Bomans came under the inflaenoe Ot the 
Oieek BJt and culcure, their divJnlties were asstmllated with those of the Oreelffl, and I^tin 
dealsnatlons were applied to them. It Is by these Latin deeigiurtions thot the Greek deities and 
EtaCuea of deitlee have been currentlir known in modem oee. The Qieek name of Vulcan wan 
Hepbsstiu; of VanuH— Aphrodlta ; of Cupid— Eros; ot BucchuB— DionyHua ; ot Jupiter— Zeua ; of 
Juno— Hera: of Mercury— Henneo ; of Diana— Artemla ; of Minerva— Athenfi. Apollo and Her- 
culee were known by these namee to the Oreeks (with slightly different spelling). 
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TYPES (XB THE PIFTH CEHTUBT B.C. 

Historical Review.— We are now prepared to follow a summary 
historical review of the most quoted Greek sculptors and their 
works, as known by later copies. The value of these later copies 
for this review, as repetitions of lost originals, is apparent. The 
periods in question correspond to those already indicated for the 
ordera of Greek Architecture, to which periods reference should 
now he made (p. 52), 

The Rapid Development of the perfect Greek art in the 5th 
century B.O. has been already apparent in the contrast between the 
art d&.ting about 600 b.c, and that of thirty years later. The per- 
fection of this art had its parallel in Greek literature and its cause 
in Greek civilization. The victories of the Persian wars, dating 
490-480 B.C., made the Greeks fully conscious of their own supe- 
riority to the Eastern civilization, from which their earlier art had 
borrowed so much, and promoted an independent national art ex- 



Athens, as the leading Greek State of this period, was the center 
of political activity and of greatest wealth. The native artistic 
tendencies of its population were headed by the genius of Phidias 
and supported by the favorable disposition of the statesman Pericles. 

Works of Phidias. — Beside the sculptures of the Parthenon already 
noted — probably the works of scholars after models by this artist — 
the especially famous works of Phidias were his colossal Jupiter in 
the temple at Olympia and his colossal Minerva in the Parthenon. 
Both were " Chiyselephantine," that is, works in gold and ivory, 
and these were the usual materials employed at this time in similar 
temple figures. A wooden scaffolding, or skeleton form, was first 
erected, on which plates of ivory were laid and joined to represent 
the flesh. Gold was used for the hair, draperies, and accessories. 

Deatmction of the Cbryselephantiae Statues. — No statue of this class survived 
the devastationa of the 5th century a.d. The antagonism of Christianity was 
as fatal to Greek art at this time as the ravages of the barbarians, and these 
last were not confined to Western Europe, although they were not as lasting in 
the Bast. (See the Restorations at S5 and 26.) 

Copies of Works by Phidias. — ^A statuette recently discovered at 
Athens (98) appears to be a late copy of the Parthenon Minerva. 
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The later Minerva type in general, as illustrated by 99, seems to 
have been founded by this artist. The Jupiter bust of the Vatican, 
known, from the place of its discovery, as the "Otricoli Jupiter" 
(100), is not thought to be an exact copy of the head of the 
Ol7mpian statue, but it is the finest example of the large number 
of Jupiter types which date their general conception from the 
Jupiter of Phidias. 

Works of Polycletus. — A famous contemporary of Phidias was 
Polycletus. The greatest work of this artist was a colossal gold and 
ivory Juno (Hera), made for the temple at Argos, in the Pelopon- 
nesus. The bust named the Ludovisi Juno, from its location in the 
Ludovisi Villa at Rome, is thought to be a later copy from this 
work (101). The later Juno type in general is related to the epoch- 
making original. 

The Type of the Amazon in several variations dates from the 
same period of Greek art. The Temple of Diana at Ephesus insti- 
tuted a contest between seven Greek sculptors for the statue of an 
Amtizon. Among the sculptors who entered this contest are named 
Phidias, Polycletus, and Cresilas. Polycletus is recorded to have 
been the victor. The Amazon statue of the Capitol Museum in 
Rome (102) is a noted copy of a work by one of these artists, and 
there are a number of repetitions in several variations which are 
ascribed to originals dating from the same contest. 

The " Doryphorus " and the " Diadumenus." — Various copies are 
extant of two statues of athletes by Polycletus, which are quoted by 
ancient writers — one of a youth bearing a spear, one of a gymnast 
binding about his head the fillet which was the trophy of victory 
in a gymnastic contest. The most noted copy of the first-mentioned 
statue, the " Doryphorus " (spear-bearer), is in Naples. One of the 
copies of the second work, the "Diadumenus," is in the British 
Museum. 

Myron was a contemporary, but of somewhat earlier date. One 
of his quoted statues, that of a ^mnast throwing the discua (a 
species of quoit), is known in two copies — one till lately in the 
Palace Massimi at Rome, the other in the Vatican (103). 

Another Statue of a Disk-thrower, known in various copies, 
represents the gymnast as holding the disk in an attitude just be- 
fore undertaking the throw. These copies are thought to date from 
an original of the Phidian period 
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Traits of Greek Art of the Fifth Century B.C.— A comparison of 
the copies known to date from originals of the generation of Phidias 
(6th century B.c.) with one another and with the original archi- 
tectural works of the same time, shows that they unite in certain 
qualities of style. Ail have a serious and earnest tendency. The 
conceptions especially affected are of the most serious types of 
Greek Mythoiogy^the Jupiter, Juno, and Minerva. The types of 
the Amazons and Athletes have the same serious and virile qualities. 
A related taste appears in the attitudes and styles of the sculptures 
of the Parthenon and of the Jupiter Temple at Olympia. 

TTPEB OP THE FOUBTH CEHTUHY B.C. 

Style of the 4th Century. — As compared with the above-mentioned 
statues, the style of the 4th century has a more graceful and less 
serious character, both in the re-treatment of subjects previously 
affected and in the choice of new ones. The names of Praxiteles 
and Scopas are especially famed in this period, and the copies of 
works ascribed to these artists vary from those just indicated as the 
Ionic order differs from the Doric. The same general historical 
causes produced a change of social conditions and of taste which 
are reflected both in sculpture and in architecture (p. 52), 

Works of Praxiteles. — A quoted work by Praxiteles, the Lizard- 
slaying Apollo (Sauroktonos), is known in a number of copiea The 
one illustrated is in the Capitol Museum at Rome (112). The play- 
ful conception and slender effeminate proportions are characteristic 
both of the artist and of the period. The relation of the act repre- 
sented to the character of Apollo is not clear, although the lizard 
is known to have been associated with soothsaying superstitions, 
to which the conception of Apollo was also related. 

The Venus Type.— Equally significant for the taste of the 4th 
century, and equally in contrast with the taste of the 5th century, 
are the types of Venus (Aphrodite), most of which, in the countless 
later copies, are more or less connected with lost original works by 
Praxiteles and Scopas. The most quoted example of the Venus 
type, in the Louvre, is named from the Greek island on which it 
was discovered in 1816 — the Venus of Milo, or Melos (106). It was 
made by Alexander of Antiocheia on the Meander, 2d century b.c. 

The Cupid (Eros) types are equally significant for the taste of 
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this century, in contrast with the style of the Phidian time. Again, 
the names of both Praxiteles and Scopas are quoted for famous 
works, by which the numerous Cupids of later antiquity were more 
or less directly inspired. A Cupid in the Vatican is a well-known 
illustration (108). 

Type of the Faun. — Praxiteles was famed for the statue of a 
Faun, of which the statue in the Capitol known as the "Marble 
Faun" is generally conceded to have been a copy (113). Similar 
graceful and playful tendencies appear in numerous other statues 
of Fauns, As regards execution, the " Barberini " {bar be re' ne) 
Faun, in Munich, and the Faun of the Borghese Villa, are far 
superior to the so-called "Marble Faun." The names of specific 
artists are not connected with these works. 

The Bacchus (Dionysus) type (109) is also a creation of this 
period. The multitudes of statues of this class, are only equaled in 
number by the Fauns, As regards execution, the finest example is 
a torso* of the Naples Museum. A bronze head of the same Mu- 
seum has so serious a character that it is incorrectly designated as 
the philosopher Plato. The hetid of the Capitol Museum, com- 
monly known as "Ariadne," is also one of Bacchus-f A fine group 
in Florence, shows the god with his attendant, Ampelus (personifi- 
cation of the Vine). 

Works of Scopas. — The "Niobe Group," in Florence (110), belongs 
to a series of copies, the lost originals of which are generally 
ascribed to Scopas. The myth of Niobe relates that she had roused 
the jealousy of Apollo and Diana, and that her children were slain 
by their arrows. The largest statue is that of Niobe endeavoring to 
protect her youngest daughter from the impending death. Other 
statues show her children in attitudes of flight, terror, or suffering. 
The location of the original group is uncertain, and no satisfactory 
arrangement to correspond with the natural supposition that this 
was a temple gable, has been offered. Some arrangement connected 
with architecture appears certain. The copies were found in Rome, 
A torso of the Vatican belongs to a similar series, but is of far 
superior execution and a work of Greek chisel, possibly belonging 
to the original group. The pathetic tendencies apparent in this 
group are not exhibited by the Phidian period. 

it bead or llmbB. 
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An Apollo of the Vatican playing on the lyre, has been classified 
as the copy of a work by Scopas. The attribution is doubtful (111). 

The Mercury (Hermes) of Praxiteles.— In 1875, the German 
exploring expedition sent to excavate at Olympia, found an authen- 
ticated original statue by Praxiteles, of Mercury holding the infant 
Bacchus on his arm. This statue is still at Olympia, Two views of 
this fifpire are shown at 96, 97. 

ALEXANDRINE PERIOD OF ORBEE BCUIPTURE. 

Correspondence with the History of Architecture.— The sketch of 
the history of Greek architecture has noted (p. 57) some of the 
conditions of Greek culture after the Macedonian overthrow of the 
independence of the Greek Republics. The Corinthian order has 
been explained as a continuation of the Ionic, and the general 
character of its period has been explained as connected with the 
expansion and difTusion of Greek culture over many foreign coun- 
tries. For the adjective "Alexandrine," see p. 57. 

Characteristics of Alexandrine Art. — It was not a creative time 
in other respects, and in sculpture its leading claim to attention is 
that it began to multiply and spread the copies of earlier works or 
conceptions borrowed from them. Its own independent productions 
show generally a tendency to elaboration of detail in execution, to 
the ininutice of naturalism generally avoided by the earlier Greek 
art, sometimes to a relatively pompous or theatrical style, as com- 
pared with the extreme simplicity of the earlier Greek works. 

Connection with Greco-Roman Sculpture. — There is no distinct 
separation between the art of the Alexandrine time proper and the 
Roman-Greek art of the Imperial time. Cirect influences of Greek 
art at Rome were quite pronounced as early as the 2d century B.c. 
Works of Greek sculpture began to be carried to Rome in great 
numbers then. The Empire itself, founded at a later time (81 B.C,), 
simply continued the civilization of the late Republic. This was 
already that of the Alexandrine Greeks. Side by side with this 
continuation of the Greek art rose the independent Roman sculpt- 
ure of portraiture. This, in its turn, spread to Greece and the 
Oriental Greek countries. All territories of the Empire thus united 
in producing, side by side, the ideal types of the Greek Antique and 
the realistic types of " Roman " portraiture. 
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Works of Lysippus. — The name of Lysippus introduces the 
. new period. He was a contemporary of Alexander. The colossal 
"Farnese" Hercules of the Naples Museum (117) is considered 
a later copy of a bronze by this sculptor. Various other typical 
conceptions of the Hercules do not, as far as known, antedate his 
time. The Athlete in the Vatican, called the Apoxyomenus, is copy 
of a work by this artist. The " Mars " of the Ludovisi Villa prob- 
ably dates, in conception, from his period (116). 

The "Belvedere" Apollo of the Vatican (118) is considered to 
be the copy of an Alexandrine work. The pose shows more 
calculation for striking effect than appears in any statue known 
to date from an earlier time than that of Alexander. This 
statue is more celebrated for its striking pose and conception 
than for its execution. The arms are restored, and the presump- 
tion of the restorer that the figure held a bow has been subse- 
quently abandoned. 

Correct RestoMtion of the Belndere Apollo.^tt ia probable that tbe left hand 
held an ^gis. The .^gis was a shield of goat's skin, to which was affixed the 
head of the Oorgon or Medusa. As aa emblem of the powers of darkness and 
evil, the Goigon's head b the trophy of the sun-god who triumphed over them. So 
terrible that it turned to atone those who gazed upon it, it was conceived also as 
a weapon- of the god. The ^gis is also an attribute of Miaerva aad of Jupiter, 
divinities who also personify the triumph of light over darkness. The supposition 
that the Belvedere Apollo held an ^gis has been suggested by a bronze statuette 
in St. Petersburg, exactly corresponding in pose to this statue, and holding an 
object thus interpreted. 

The Diana "of Versailles," now in the Louvre, is one of the 
many fine copies to which no artist's name is attached (119). The 
character of pose and conception justify an ascription of the original 
to the Alexandrine art. 

The "Medici" Venus, in Florence (120), is an original work of 
the 2d century b.c. Its qualities of execution are far superior to 
those of the ordinary Roman copies. The conception lacks the 
ideal nobility and grandeur of the Venus of Milo. The inscription 
recording Cleomenes of Athens as the artist is a forgery. 

The "Dying Gladiator." — A similar tendency to realism, but in 
a different vein, appears in the famous "Dying Gladiator" of the 
Capitol (122). This statue is probably one of a group which was 
placed on the Acropolis, at Athens, by an Alexandrine Greek sover- 
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eign, Attalus L of Pergamus. This State, hesided by the city of the 
same name on the shore of Asia Minor, had been involved in wars 
with the Galatians of interior Asia Minor. These G^alatians, or 
Gauls, were emigrants of Celtic race allied to the ancient inhab- 
itants of France. The group, which was dedicated in commemora- 
tion of certain lactories, represented dead and dying Gallic warriors. 
Works like this, of an absolutely tragic realism, were not ci-eated by 
the original Greek art. The elaborated science of the execution also 
characterizes the period. 

The Group of the "Farnese" Bull, in the Naples Museum, shows 
similar tragic and realistic tendencies (124). The myth in question 
describes the punishment of a jealous woman by the sons of a 
mother whom she had designated for a like punishment. Amphion 
and Zetheus bind Dirce to the horns of a bull. Their mother, An- 
tiope, stands in the background. The group was found at Rome, 
in the Baths of Oaracalla. It ia ascribed to the Khodian School 
of art (The Island of Rhodes rose to great importance after Alex- 
ander, aa the center of the grain trade between Egypt and the 
Western Mediterranean. Its wealth and importance placed it beside 
Alexandria and Pergamus.) 

The Laoco6n Group.— To Rbodian artists, the famous group of 
the Laocoon, in the Vatican, is also attributed (128). The date of 
this work is in dispute. It is ascribed by some to the Sd century 
8,0., by others, to the 1st century a.d. The uncertainty illustrates 
the fact that where exact memoranda are wanting, the differences 
of style between the Imperial and the Alexandrine periods are not 
distinctive. The myth represented by the group is an episode of 
the Second Book of Virgil's " ^neid," and describes the destruction 
of the Priest Laocoon and of his sons by serpents. This fate befell 
Laocottn in bis effort to forestall the destruction of the city of 
Troy. The essay on the LaocoOn group by the German critic Less- 
jig, has been pronounced by competent authority (Lord Macaulay), 
"the greatest critical production of the modern time." 

The Wrestler Group, in Florence (121), may be compared with 
the Disk-thrower (103). As both are gymnastic subjects, the com- 
pUcated composition in the one case, as contrasted with the simple 
conception in the other, may be fairly considered a significant 
Illustration of the Alexandrine taste, which is known to have pro- 
duced the Wrestlers. 
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The Belvedere Torso. — From the large list of famous Antiques, 
two more may be selected as worthy of especial mention. Both 
are quoted rather for the benefit of technical students than for a 
more general interest. The " Belvedere Torso " of the Vatican, the 
trunk of a seated Hercules, is considered by anatomical experts one 
of the most astounding works of ancient science. It was the fa- 
vorite study of Michael Angelo.* 

The "Boxer," or "Fighting Gladiator" of the Louvre, is a work 
of similar anatomical tendencies. The real meaning of this piece 
is not clear. It has been sometimes thought to be a warrior ward- 
ing off the attack of a mounted soldier, or a copy of one part 
of a group treating this subject. 

Periods of Greek Sculpture Summarized.— The critic Winckel- 
mann (pp. 129, 130) was the first to indicate the existence of a 
sequence of styles in Greek sculpture according to the outlines 
above indicated, and corresponding to changes of history and na- 
tional taste. As appears by the grouping of Illustrations 98-108, 
inclusive, with which 88, 89, 90, 95, should be associated, the style 
of the 5th century was one of severity, sublimity, and grandeur, or 
of serious and earnest character. As appears by grouping of Illus- 
trations 104-118, inclusive, with which 91, 92, 96 should be asso- 
c,iated, the style of the 4th century was one of beauty, elegance, 
and grace. The simplicity, dignity, and repose of attitude and con- 
ception in both these styles are very apparent. As explained at 
pp. 129, 180, Winckelmanu was the first to call attention by pub- 
lication to these traits. He was also the first to contrast with this 
simplicity the more pretentious style, in conception and execution, 
of certain groups and statues (114-124, inclusive, with which 98 
may be associated) of the Alexandrine period, and to show that 
it marked the relative decadence in taste of this oveiK)pulent and 
luxurious era. He was also the first to show that the Alexandrine 
and Greco-Roman art was mainly devoted to the repetition and 
reproduction of earlier tj-pes. 

• By Inscription, tha work of ApollonlxiB of Athsne, not otherwlBO known to fame. 
For tha origin of the titles "Belvedere," "Famese," and "Uedicl," siiplied to Vkriotn 
p. 112. 
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Historical Subjects, as well as portraits, were generally avoided 
by the Glreeks. In the production of historical reliefs, the Eomaus 
thus departed from the habits of the Greek art which they other- 
wise borrowed and imitated. Some few of these reliefs are espe- . 
cially InterestiDg ; for example, those on the iuner walls of the Arch 
of Titus, which represent the " Triumph " of this Emperor after his 
destruction of Jerusalem. In one of them is represented the 
"Seven-branched Candlestick," which was carried ofE from the Jew- 
ish temple by the Eoman soldiers (127). The spiral relief on the 
column of the Emperor Trajan, in Rome, gives a pictorial history 
of his campaigns in Dacia (Southern Hungary). (125.) 

Roman Portraits. — In the field of Roman portraits, the list of 
honorable mention would be as long eis the list of Emperors and 
great men of the Imperial period. Corresponding to the general 
d~cUne of culture in later antiquity, there is a gradual falling off in 
qualities of refinement and of careful execution during the 2d cent- 
ury B.C., and yet the latest Roman portraits have value as faithful 
and characteristic works. The illustrations chosen show the char- 
acteristic Roman indifference to ideal beauty, and the blunt ren- 
dering of actual appearance, common to all their portraits (128-133). 

Roman Copies of Greek Works. — It should not be forgotten 
that the copies already quoted and illustrated, by which we learn 
to know the earlier Greek originals, are mainly productions of the 
Roman Imperial time. See, for instance, IS 5. 

The Antinoiis Type. — ^Ehiring the reign of the Emperor Hadrian 
(2d century a.d.), a combination of Greek ideality with Roman por- 
trait art is found in the portrait statues of his favorite, AntinoUa 
After the death of AntinoUs, the devotion of Hadrian and tho 
adulation of the Emperor's subjects multiplied these portraits in 
such numbers, that they form a definite type of Antique art (1S6). 
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After and during the Second Ceotury A.D,, the Antiqae sctiipt- 
lare declined rapidly. The reliefs (from tJreek myths) decorating- 
the stone sarcophagi (coffins) are the most numerous and most 
interesting works of the 2d and 3d centuries. In the 4th century 
AJj., the triumph of Christianity, and its then acquired control of 
the Roman State, gave the last blow to the waning forces of the 
Antique art. 

Meaning of the Word " Roman."— In speaking of " Roman " sculpture, it is well 
to remember that the word defines the time and territory of the Empire rather 
than the art of a Koniao race or nationality. One half the Imperial territories 
were countries in ivhich a Greek culture had been dominant since the time of Alex- 
ander, and this culture had spread to the other "Roman" territories (pp. 57-fll^ 



(B0-1S7, iDolnsiTB.) 

Noa. 80, 85 (pp. 141, 142) represent the archaic period of Greek art down to a 
time closing about 600 B.C. No. 87 represents the transition to the perfected art 
after 470 B.C. 

Noa. 87-94 represent original Greek sculpture for architectural decoration. 

Noa. 95-97 represent original Greek statues by distinguished sculptors of 
recent discovery. 

Nos. 98-103 (pp. 157-160) are typical pieces for the style and conceptions of 
Greek sculpture in the 5th century b.o. All of them are individually later copies 
by individually unknown artists. 

Nos. 104-113 (pp. 163-168) are typical pieces for the style and conceptions of 
Greek sculpture in the 4th century B.C., before the time of Alexander the Great. 
All of them are individually later copies and, excepting 106, by individually un- 
known artists. 

Nos. 114-124 (pp. 171-179) are tj-pical pieces for the style and conceptions of 
the Alesandrine and Greco-Roman art, 

Nos. 127, 134, 137 illustrate the class of Roman historical reliefs— a class of 
subjects not treated by Greek sculpture. The Arch of Titus is shown in text-cut at 
p. 122. Nos. 126, 12S-133, and 136 represent the Roman portrait art. A certain 
number of Greek portrait statues or busts are knowu, but they are exceptional cases. 
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'^. BTZASTnrB AHD HEDIEVAL 80ULFTUBE. 

The Connecting Link between Antique and early Christian 
sculpture is found in the stone sarcophagi just mentioned. Some 
of the ancient myths commonly represented on sarcophagi were 
susceptible of Christian interpretation ; for instance, those relating 
to Psyche (the Soul), and the decoration of the stone coffins with 
Scriptural subjects was, of course, an admissible branch of Chris- 
tian art 

Christian Antagonism to Pagan Art. — Although Christianity first 
developed within the limits of the Koman Empire, and had existed 
in it since the time of the first Emperors, its antagonism to ancient 
art was almost absolute. This antagonism is explained by the 
subjects which ancient art affected. As these were representations 
of Pagan beliefs, the early Christians found themselves in bitter 
opposition both to these beliefs and to their external representations 
in art. The main field of Greco-Roman sculpture was the Greco- 
Eoman Mythology, and thus the art of sculpture was destroj'ed in 
the downfall of Paganism. The statues of Pagan divinities were 
melted when they were of metal, broken, up when of stone, or 
burned in the lime-kilns if they were of marble. It was impossible 
to accomplish this wholesale destruction without detriment to the 
art of design, and this did not recover itself entirely until the 
Italian Renaissance. The sarcophagus represented at 138 (with re- 
liefs of the Story of the Passion) is a fair type of the short-comings 
of early Christian art during many centuries. As noted under the 
history of architecture (p. 81), Christianity became the favored 
religion of the Roman State soon after the opening of the 4th 
century a,d., and Pagan worship was made illegal at the close of 
the same century. It was, therefore, in the 4th century that the 
Christian destruction of Pagan art was mainly accomplished. The 
ravages of the German invasions in the 5th century (p. 81) com- 
pleted this destruction. 
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Christian Art Affected by Decline of the Antique. — Before this 

active destruction, which was so detrimental to the arts of design, 
the Antique sculpture and art in general, had entered its period of 
decay. This decline of ancient sculpture was one result of the 
waning moral and physical forces of Antiquity in its dotage and 
old age. But above all, the decline of the Empire and of its art is 
explained by the expansion of its civilization. Such immense num- 
bers of foreign tribes were brought under its influence, both within 
and without the geographical boundaries, that they ultimately re- 
duced this civilization almost to the level of their own barbarism. 
This, at least, was the condition of Western Europe for some time 
after the 5tb century a.d. 

In the Byzantine Countries (pp. 81, 82), this barbaric influence 
is not in question, and we must look to the spirit of early Chris- 
tianity for the essential explanation of the nature of their art. 
Antiquity, especially in its later days, had found its ideals of hap- 
piness in the well-being and beauty of the bodily form. Christianity 
was inspired by the consciousness of a conflict between the flesh 
and the spirit It could not exalt the former without detriment to 
the latter, as long as the physical and unspiritual stand-point of 
Pagan antiquity continued to have influence in the world. 

Influence of Mosaic Decoration on Design. — The history of me- 
dieval sculpture is, therefore, for many centuries, rather a blank 
than even an account of deficiencies. As mil appear in the history 
of painting, the art of mosaic decoration in glass, which was used 
for the inner surfaces of the churches (see also p. 91), influenced 
the minor and less practiced arts of design, including sculpture. 
The set, stiff formulas of mosaic design repeat themselves in the 
elongated forms and lifeless execution of the scanty sculptural 
works. Sculpture sank mainly to the level of decorative carving, 
but in this field produced many beautiful works. 

The Period of Absolute Decadence, as characterized by Nos. 138 
and 140, lasted from the 4th to the 13th century. In its earlier 
time it is relieved by a survival of Antique beauty in some of the 
ivory carvings (No. 139), book-covers and writing tablets especially. 
At a later period of this decadence, Byzantine art experienced a 
partial revival, which has only in the last few years attracted the 
attention of students. In spite of this partial revival, the bronze 
doors of certain cathedrals, which were monuments of the best effort 
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of the 11th and 12th centuries, are characterized by absolute bar- 
barism of design. 

The Revival of Sculpture in the 13th century finds its earliest 
monuments in France and Germany, in the cathedral sculptures; 
especially those of Rheims and of Chartres in France, and of 
Freiberg (Saxony) in Germany. Throughout the Gothic period in 
Northern Europe (Wells Cathedral in England, and elsewhere), there 
are many monuments of sculpture interesting for their fresh and 
innocent character and for spiritual beauty. These are almost uni- 
versally of an architectural and decorative character. The immense 
amount of sculptured decorations usual in the later Gothic cathe- 
drals, was often detrimental to the perfection of individual pieces. 
In many localities, the earlier medieval ignorance of design and 
indifference to the study of the human form continued through the 
Gothic period, and were not overcome till the time of the influence 
of the Italian Revival (pp. 13, 117) over Northern Europe. 



SETIVAL OF 8CDLPTUBE DT ITALT. 

Importance of the Italian Revival. — Although dating also in Italy 
from the 13th century, the revival here was later than in France 
or Germany, but it has always attracted more attention because its 
subsequent development in the works of Ghiberti and Michael An- 
gelo far surpassed any thing produced by Northern Europe. 

Nicolo of Pisa. — The revival in Italy is connected with the 
name and work of a single artist, Nicolo of Pisa. His most 
famous work is the marble pulpit of the Baptistery in Pisa (No. 
144), dating from the third quarter of the 13th century (1260). 
A less quoted but also beautiful work by the same artist, is the 
pulpit of the Siena Cathedral. These pulpits arc unique monu- 
ments. Aside from a pulpit in Pistoja (pes to' ya) by Nicole's son, 
Giovanni ijo vSn' e), and a now destroyed pulpit of the Pisa Cathe- 
dral, nothing of the same character or quality was subsequently 
accomplished. Details of the Pisa Baptistery pulpit at 145, 146. 

Influence of the Antique.— The citizens of Pisa were among the 
earliest to cultivate that interest in antiquity which afterward grew 
into the Renaissance. Their enthusiasm led them to collect the 
sculptured coffins of the Greco-Roman art, and the art of Nicolo 
was inspired by antique reliefs still shown in Pisa. 
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Italian Sculpture in the 14th Century. — ^Nicolo's son, Giovanni, 
did nob reach the distinction of his father, but was a superior artist 
for his time. Other Pisan sculptors produced interesting works 
during the 14th century. Andrea Pisano (peesah'no) is a leading 
name (bronze door of the Florence Baptistery). The reliefs of the 
Florence Campanile (p. 116), from designs by the painter Giotto 
(jOt'O), are of classic reputation. In general, however, the art of 
sculpture subsided into comparative quiescence or neglect during 
the 14th century in Italy. This was the period of the first devel- 
opment of Italian painting, and this art more especial' y absorbed 
the interest of the time. 

The Reaaisaance in Scnlptnre.— Notwithstanding the qulesc«» e of Italian 
sculpture in the 14th century, it attained the fiiU perfection of modem art in the 
century following. The later modem sculpture has never subsequently rivaled 
the Italian works of the 15th and 16th centuries. From the point of view which 
considers all modern civilization as a development of the Italian Renaissance, and 
which unites the 15th, 16th, 17th, 18th, and 19th centuries in one single period, 
having its starting-point in Italy, there is nothing surprising in this early perfec- 
tion of modern sculpture. For a definition of the "Renaissance," and for tbo 
inspiration and tendencies of its historical movement, see pp. 117-126, where the 
history of modem architecture is shown to have been dependent on it (see, also, 
p. 13). The Antique influences apparent in Renaissance architecture were no less 
prominent in the art of sculpture, and were equaUy connected with that Italian 
interest in the ancient classic languages and history, which was the most remark- 
able feature of Italian culture in the 15th century. 

Distinction between the Rcuaissance and the Greek Revival. — It is important to 
understand that the remains of ancient art in Italy were not the less enthu- 
siastically studied because there was a mistaken theory as to their origin (p. 117), 
The virtues of the ancient art were credited to the Romans rather than to the 
tireeks. but they wer« not on that account the leas admired. No attention was 
paid, it b tme, to those aspects of the Antique Greek art which were first insisted 
on by Winckelmann. . The Italian interest of the Renaissance was centered raHier 
on the technical perfection of execution and natural appearance. By contrast 
with the barbarism of medieval design still general in Northern Europe (p. 197), 
aii ancient statues were revelations of an interest in beauty and nature which the 
Italians were struggling to revive. It was especially this interest in nature and 
ID the beauty of the human form which was the bond of sympathy betwerai the 
Art of the Renaissance and that of the ancients. 
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ITALIAN RENAISSANCE. 

IBTH CEHTURT BCULFTURE. 

The Bronze Doors of the Florence Baptistery, by Lorenzo 
Ohiberti (gs bSr'ts), are the epoch-making works of modem 
sculpture (No. 148). Not begun till after 1400, not finished 
till after 1450, the gap between them and the work of Nicolo 
covers nearly two centuries. The door by Andrea Pisano has been 
mentioned; there are two by GhibertL The one most quoted is 
that Illustrated. The illustrations of these designs are more elo- 
quent than description could be. A curious feature ia the absence 
of related worfis of even approximate perfection. Similar bronze 
doors were not again attempted in Italy till the Italian decadence 
(p. 121) had set in. Of this later time are the doors of the Pisa 
Cathedral, by John of Bologna. 

Luca della Robbia. — ^During the 16th century, the Florentine 
sculptors were by far the most noted of all Europe. Most of them 
were assistants of Qhiberti in the work on the doors in question. 
Luca della Robbia (look' a dSl'ia rOt/efl) is famed for his reliefs 
of a marble choir railing for the Florence Cathedral, which was 
never placed in position, but which is still preserved in Florenca 
This artist devoted himself especially to the designing of reliefs in 
enameled terra-cotta, and this art was continued after his death 
by other members of his family. The secrets of the family manu- 
facture perished with its last member. The works of "Robbia" 
ware are spread all over Tuscany. They are mainly altar-pieces 
and lunettes* for architectural decoration (147). There is a fine 
flobbia alta>piece in tbe Art Museum of New York, 

Dooatello was another famous 15th century Florentine. Lack- 
ing tho tendencies of (Jhiberti and of Luca della Robbia towecrd 



* LunettsD are the ourrBd spacea arranged above tba top eCraisht beam of a door. 
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ideal beauty, he is distinguished by nervous vigor and by honest 
veracity of design. His most noted work is shown at 149. 

The Florentine Verocchio (varOk'yO) had a related character, 
tending sometimes to an appearance of quaintness by the rigor and 
sincerity of his effort. A noted work at 150. PoUajuolo (pSlah- 
youO'io) was a Florentine of similar tendencies. 

Mino da Fiesole (mee'no da fefl'soia) and Desiderio da Setti- 
gnano (set in yah' noX of the later 1 5th century, are known for reliefe 
of Madonnas, etc., of peculiar purity of sentiment. 

Leonardo da Vinci (laonai/do da vln'ohS). — The connecting 
link between the studies of these sculptors and those of Michael 
Angelo, in sequence of time, was furnished by Leonardo da Vinci, 
but there are no preserved works of sculpture by this artist. A 
colossal equestrian statue of his patron, the Duke of Milan, was 
twice completed in model, but these models were destroyed before 
casting in bronze. One of them was probably destroyed by acci- 
dent, the other by the French invaders of Milan in 1499. 

I6TH CEITCnBY IT ALT AN ItEHAISSANCE. 
laoauBO. AiiraHLo aiTs-isei.) 

Early Works. — Michael Angelo was bom near Florence, in 1475, 
and grew up as a native of that city end Republic. Although dis- 
tinguished as architect (p. 118) and painter, his original and peculitir 
profession was that of sculpture. Q-hiberti and Donatello were his 
models. The earliest work of the artist's youth, a Faun's mask, is 
still preserved in Florence. The much quoted Cupid, his next effort^ 
which was buried and then sold as an Antique, has disappeared. 
(Other Cupids by Michael Angelo— one in the South Kensington. 
Museum of London and one in Turin— are of later date.) He 
next executed, 1494, an Angel for the tomb of St. Domenic, in 
Bologna, still to be seen in that city. The "Bacchus" of the Flor- 
ence Uffizi dates from the year 1494. 

The Piet£. — In 1499 was finished the group of the Virgin hold- 
ing the dead Saviour, now in St. Peter's, at Rome (156). The , 
technical Italian name for this subject is Pietd (pee a tahO. 

The Colossal Statue of "David," in Florence (151), was set 
up in 1504. A year later, Michael Angelo went to Rome to under- 
take the future tomb of the then reigning Pope Julius II. 
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The "Moses." — He began, as part of this monument, the statue 
of "Moses" (154), which was not finished till forty years later. 

In 1607 he finished a bronze statue of Julius II. for the town 
of Bologna, which was destroyed during a revolt in this town a few 
years later. 

After this time, from 1508 to 1512, he was engaged on the 
ceiling frescoes of the Sistine Chapel, to be subsequently noticed. 

The Two "Captives," now in the Louvre, were finished before 
or about 1513 {illustrations 155 and 157). They belong to a 
design for the tomb of Julius IL, which was abandoned after the 
Pope's death. The statues were originally intended for an allegoiv 
ical series, representing the arts and sciences as held captive by 
the Pope, and expiring with him. The date of the "Madonna" in 
Bruges is uncertain — the same holds of the "Adonis," in Florence. 

Tombs of the Medici, — No important sculpture commission was 
undertaken after this time until 1519, when the "Tombs of the 
Medici " (may' ditchy), in Florence, were undertaken (details at 
152, 163), but the work on these was so deferred that the comple- 
tion of the groups was not undertaken till 1530, and not finished 
till 1534.* These tombs are in a chapel of the Church of San 
Lorenzo, in Florence- 

The commission for the picture of the "Last Judgment," in the 
Sistine Chapel, was undertaken in 1534, and finished in 1542, as 
mentioned later. In 1546 Michael Angelo was made architect of St^ 
Peter's. The building had been begun in 1506 (p. 118). 

In 1545 he finished the colossal "Moses" (154), the greatest of 
hia works — which forms the most important portion of the tomb of 
Julius IL, in the Church of San Pietro in Vinculi (peeay'ti-o in 
vin' qu ly), at Rome. 

Contimst between the Art of Michael An^lo and the Antique, — The forgoing 
list includes the more important statues by Michael Angelo, excepting the statue 
of the Saviour in Santa Maria sopra Minerva, in Borne (1531). They are at once 
monuments of his individual genius and of the greatness of his period (see matter 
for the " Kenaissance," p. 196). The influ9nce of the ancient statues, which began 
at this time to bo excavated from the ancient ruins, was an important clement in 
Michael Angelo'g studies, but he was most attracted by those Antiques which 
coincided with the realistic tastes of his own time, especially the "Belvedere 
XOTBO," the "Laocoan," and the "Dj-ing Gladiator " (pp. 170-178). The realism of 
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Renaiasance Italian sculpture is in strong contrast with the IdealleJng tendtiUciM 
of the Greek Antique. Each method waa best for the time which chose It The 
Greek statues which represented perBonifications rather than persoDS, could not 
imitate literallj* on individual form without losing their ideal meaning. Tha 
statues of the Benaissance ItaJians were vigorous studies of individual models, and 
did not pretend to bo more. Statues were a natural expression of Greek religious 
beliefs and Greek ideals of culture, and hence their ideal form corresponded to an 
ideal meaning, but with the Italians they were one phase of the re-awakened 
interest in nature and in natural form which succeeded to the medieval civilization. 
And this reaUsm it the spirit which makes them intereetin;; as works of modem 
art, and as foils and contrasts to the Antique. 

The Influence of Italian Renaissance Sculpture spread over 
Northern Europe, together with its style of architecture and its lit- 
erary taste. It followed the same course as regards the decadence of 
the 17th and 18th centuries, and for similar reasons (pp. 121-125). 
It was antagonized by the Winckelmann Revival (p. 130), at the 
close of the 18th century, iust as the Greek Temple style sought to 
overthrow the Renaissance in architecture (p. 15), but with much 
greater success. 

Without attempting to enumerate many names and works of the 
Renaissance, or of its Northern development, which would lead to 
confusion as to the simple fundamental facts, the following are 
worthy of special distinction. 

Sansovino (sfln sO v6' no), contemporary of Michael Angelo. The 
bronze doors of the sacristy of St. Mark's, at Venice, are a much 
quoted and characteristic work. 

Benvenuto Cellini (bsnvanoo'io cheilee'ns), the famous Flor- 
entine goldsmith and sculptor, was born twenty-five years later 
than Michael Angelo. His great work, the " Perseus," in Florence, 
is characteristic for the middle portion of the 16th century (168). 

John of Bologna, a Fleming of Italian education, is the leading 
name in Italy for the later portion of the 16th century. His "Rape 
of the R;ibines," in Florence, is an important work. His "laying 
Mercury," in Florence, has been made familiar by many modern 
repetition.^ (160.) 

i6th Century Renaissance in Northern Europe. — Oermany slightly 
preceded France, in time, in the development of a national Renais- 
sance style. Peter Vischer, in Germany (Tomb of St, Sebald, in Nurem- 
berg, 163), and Jean Goujon, in France ("Diana," in the Louvre), 
are leading names. A characteristic work, by Germain Pilon (159), 
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has 1)6611 chosen as illustration for this French art developed from 
the Italian Eenaissance. The Italian influences in England are 
attested and illustratad by the tomb of Henry VIII., in Westminster 
Abbey, by the Florentine Torrigiano (tfirsjs'noi. 

17TH CEHTUBT BENAISSAHCE SJULPTUSE. 
Bernini. — ^The name of the Italian Bernini (ber- ns' ne) is the 
most important for this period, but his style is that of countlesa 

contemporaries. This style had lost the masculine character of the 
16th century. It is theatrical, affected, overstrained, and senti- 
mental. Compare his Pietd (162) with that of Michael Angelo 
<156), observing that the cherubs over the latter, in photographs, 
are a later addition, Bernini's style is also realistic to that extreme 
which contradicts reality of effect by unnatural imitations in one 
material of the texture and surface of another. Bernini, like many 
other artists of liis time, was a man of great genius, but from the 
statuesque stand-point his works have met general condemnation 
since the time of Winckelmann. His group of "Apollo and Daphne" 
(161), in the Borghese Villa, at Rome, is another characteristic 
■work. (Daphne, to escape the pursuit of Apollo, transforms herself 
into a laurel tree.) 

In Germany, the name of Andreas Bchliiter (schlew' let^ marks 
an exceptional artist for such a period. ?Iis statue of the "Great 
Elector," in Berlin, is universally quoted as a successful and 
serious work. 

18TH CENTORT 8CDLPTURE. 

Before Winckelmann. — Before the Winckelmann revival this 
century continued in the lines of the preceding time, but with still 
inferior force. The straining and overstraining for effect is a constant 
trait of the period. Some of its most remarkable works, as regards 
technical execution, are wanting in every quality of good taste. 

After Winckelmann. — In external repose and simplicity, the art 
of the Italian Canova (ca no' vfl) and of the Dane Thorwaldsen 
(lop'vai zen), offers a refreshing contrast to the style which pre- 
ceded (Nos. 164-168). The relation of this latter art to the studies 
and influence of Winckelmann has been described at p, ISO,* 
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Canova (1757-1822). — In many cases the works of Canova bor- 
der on the extravagance of the ante-Winckelmann time, and tiio 
change of style in these cases is mainly apparent in a method of 
execution supposed to oe that of the Greek Antique, but which was 
really more aUisd to that of the Roman copies. It can not be said, 
however, that Canova's execution of details ever reached the vigor 
even of these. An illiistratiou of hia departure from Antique con- 
ceptions of repose in the subject of Hercules is found in his group 
of " Hercules and Lichas," in Venice, He was most successful in 
subjects where a tender or delicate sentiment harmonized with his 
refinement of execution and his native predispositions in art. The 
iUustrations (164, 166) are examples of this character. 

Thorwaldsen (1770-1844).— As far as a later time could go in re- 
viving, the style of Greek sculpture, Thorwaldsen probably went. But 
this revival was wanting in the spontaneous and popular elements 
which inspired the early Italian Renaissance. A comparison of 
Thorwaldsen with Qhiberti will show that the latter, with less 
appearance of external imitation, much more nearly approached the 
ingenuous simplicity of the Greek art, Thorwaldsen was bom at 
Copenhagen, but was enabled to study in Rome, and subsequently 
resided there. Many of his works are in Copenhagen, and others 
are scattered through Europe (illustrations 167, 168). 

During the Early 19th Century, sculpture followed, in general, the 
Antique style, represented by the two leading names just recorded. 
Next to these, the German, Dannecker ("Ariadne," in Frankfort, 
at 165), and the Englishman, John Gibson ("Cupid Disguised as 
a Shepherd," now a loan in the Metropolitan Museum of Art, in 
New York), are the most prominent. The name of Hiram Powers 
has been much quoted for American sculpture, but there are many 
living American sculptors whose work is vastly superior to his. 
Powers also reflects in weaker execution the imitative "Grecianiz- 
ing" sculpture of the moderns above named. 

A fine example of the more independent tendencies of the later 
1 9th century is offered by the recently deceased French sculptor, Cai> 
peauxccarpo') ("Group of Dancers" of the Paris Opera House, etc.). 
There is no affectation of Antique resemblances in the work of this 
artist, and yet his execution has related merits of vigor, and hia 
conceptions have a similar power of honesty and directness. The 
names of Daniel C. French, E. C. Potter, Augustus St. Gaudens, Olio 
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"Warner, and Edwin Elwell are among those which represent the best 
tendencies of contemporary American sculpture. Hamo Thomycroft 
is one of the leading names in England. • 

Notes on the History of Sculpture. — It appears from the foregoing 
sketcli that the history of sculpture is mainly a history of the influ- 
ence of Greek art on later times. In the late 18th and early 19th 
century, it was a model of external style; in the loth and 16th 
centuries, it was a model for the study of nature ; in the centuries 
of the Roman Empire, it was a universally dominant model as 
regards its mythological subjects. It is clear that these phases of 
the history of statuary are only special phases of the general his- 
tory of culture and civilization, which has shown at the times speci- 
fied a corresponding Greek influence, either consciously or uncon- 
sciously, in many other ways. 

As the unanimous verdict of artists and critics has given the 
preference to Greek art, over modem, in point of style and execu- 
tion, and as the Greco-Roman art is also admitted to have been gen- 
erally superior to that of later periods, some mutter-of-fact explana^ 
tion of this perfection is desirable. This is to be found, especially 
as regards mechanical excellence, in the enormous numbers of statues 
which were made in Antiquity. The number of artisans and artists 
employed in this branch was infinitely more numerous than at any 
later time, and there was a corresponding facility in the manual 
dexterity of production. The habits of Greek life corresponded to 
those in which the sculptor's art would most successfully flourish. 
Gymnastic exercise was a matter of compulsory State education, on 
which the military system of the Greek Republics depended. Hence, 
the study and knowledge of the human form were a matter of 
unconscious and natural ediication. The religious system was a 
polytheism of divinities, which were really personifications of human 
virtues and human perfectibility, and admirably adapted for repre- 
sentation through bodily forms. 

Aside from these conditions, which made sculpture the natural 
art expression of Greek life, it is undeniable that the general refine- 
ment and nobility of Greek taste were also important factors in its 
excellence. Notwithstanding the difficulties which beset the modem 
sculptor in rivaling the perfection of the Greek art, it must be remem- 
bered that an unpretentious modesty is its greatest charm. Wherever 
a similar refinement of nature and taste favor a similar unpreten- 
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tious expression in art, the Greek style will be fairly rivaled aod 
achieved without the toil of ineffectual imitation. 

The peculiar interest of the Greek sculpture, from a historical 
atand-point, Ues in the meaning of its mythological subjects (p. 151) 
as formal personifications of human emotional and intellectual activ- 
ities ; as ideals of human perfectibility in bodily beauty and in 
spiritual excellence. As regards its dignity of pose and expression, 
it must also always be a source of enjoyment and admiration, and 
& model of all the virtues of good-breeding in deportment. 

The revolution in hterary taste which closed the 18th century, 
and subsequently inspired the poets and authors of all modem 
nationalities, had for its starting-point the study of the Greek statues 
{pp. 14-16). This fact gives them an interest for modem times 
-which may fairly remove the last vestige of any prejudice consider- 
ing the subject of Greek art as foreign to the interests of the 19th 
century. 



CEToa. las-ies, Inolnilre.) 

No. 138 represents the early Chriatian art as reflecting the decadence of the 
last period of the ancient. No. 139 illustrates the Isolatod survivals, which oc- 
casionally appear in the ivory carvings, of a style more nearly approaching the 
Ancient classic art. No. 140 shows the elongated fignirea, and stifF. formal char- 
acter of the Byzantine style, as copied hy a contemporary artist of Western Europe. 

Nos. 141, 143, 143, are typical Illustrations tor the better class of Northern 
Oothic sculptures, dating between the 13th century and the Northern Renaissance. 
Compare with 169, for the North European style after 1500. This developed 
under It^an Benalssance influence, whose rise and culmination are represented 
by the series of reliefs and statues 144^157, 

Nos. 161, 16S, represent the sentimental, theatrical style of the 17th century, 
common to the whole of Europe, but inspired by the ruling Italian taste of the 

Nos. 164-168 show by contrast the works affecting the simpler Greek style 
and dating after the Greek revival of the 18th century. 
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